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TRANSLATOR’S INTRODUCTION 


July 17th 1994, the day that Yoshinkan founder Gozo Shioda Sensei died, was the end of an era. 
As well as being a recognized master, Gozo Shioda was also one of the last living links between 
the present generation of aikidoka and the prewar aikijutsu training of Morihei Ueshiba Sensei. 
It is no exaggeration to state that in watching Shioda Sensei on the mats, we were able to have a 
glimpse back into history to a time when aikido was still having to prove itself as a fighting art, 
not yet having gained the recognition and respect that seems so natural to us today. Yoshinkan 
aikido is perhaps unique in that it can trace its lineage directly back to that prewar period of 
the Jigoku Dojo (Hell D6j6), and at the same time be recognized as an aikido style in its own 
right. 

Those of us who were privileged to have been taught by Shioda Sensei will each have our 
own memories of him, but the common thread among all of those memories, I believe, is the 
sheer power and energy that he had, and his never-ending enthusiasm for aikido and for life in 
general. 

This book gives the most complete overview of Yoshinkan techniques ever published in 
English. The secret of training is simple—more training! But in order to really feel the energy 
of these techniques, it is not enough that the movements are simply copied and repeated. Over 
and above that, what made Shioda Sensei’s aikido so special was the joy and energy he brought 
onto the mats—the special “X-factor” that cannot be shown in a book like this. 

It was Shioda Sensei’s great wish in his last years that Yoshinkan aikido would develop and 
grow to be taught throughout the world. I would like to thank the Yoshinkan Hombu D6jé for 
giving me the opportunity to translate this book, and hope that it will help spread the words and 
techniques of Gozo Shioda Sensei to all who have the hearts and minds to hear their message. 


D.R. 


PROLOGUE 


My father, Gozo Shioda, spent roughly eight years (spanning 1932 to 1941) as a direct student of 
Morihei Ueshiba, the founder of aikido. As a young man he was initiated into the secrets of 
“aikido of everyday life.” At the first postwar Japanese Martial Arts Exposition, sponsored by 


the Life Extension Society in 1954, he took the prize for “Outstanding Demonstration” and, ° 


encouraged by the support of people from the financial and political world who wanted to see 
this outstanding aikido spread to a larger audience, founded the Yoshinkan Dojo. 

Yoshinkan, originally named by my grandfather for his d6j6, is also the name that my father 
gave to his style of martial arts, and means “to cultivate mind and spirit.” This name reflects his 
desire that through aikido, and the mental and spiritual training that goes with it, people will be 
better able to play a useful role in society. 

Yoshinkan Aikido has become well-known throughout the world, and people of many 
nationalities are training. Every year, the Tokyo Metropolitan Police sends ten of its members 
(each one at least third dan in kendo or judo) to spend one year as “special students” in the 
Yoshinkan Headquarters D6jé in Tokyo. Training in Yoshinkan aikido gives officers the chance 
to develop and extend their personal and professional skills, and enables them to become 
aikido instructors in the Women’s Police School in Tokyo. 

Having mastered the essence of aikido from Ueshiba, my father, Gozo Shioda, demonstrated 
his aikido in front of the Crown Prince of Japan, Senator Robert Kennedy, and Princess Alexandra 
among others, and was highly praised by them and by many others who visited his D6jé. 

My father died in 1994, but it is for the purpose of spreading his legacy—these wondrous 
techniques and spirit—within Japan and throughout the world that this book is being pub- 
lished. If through it even one of its readers will gain a greater understanding of aikido, I will be 
happy. 


Yasuhisa Shioda 
August 1995 


YASUHISA SHIODA Born 15 November, 1952, Yasuhisa Shioda started practicing aikido at 
the age of thirteen, training every day. He graduated in 1976 from the Economics Department 
of Chuo University in Tokyo. As a member of the Yoshinkan Aikido D6jé he continued to 
undergo aikido training with his father, and spread aikido by teaching it in universities, and to 
police departments, and various organizations. From 1984 he spent three years in England, 
and helped establish the basis for the spread of aikido overseas. After returning to Japan he 
concentrated on teaching young people, especially nursery school children, originating a 
unique instruction method that encouraged them to develop their character through the prac- 
tice of aikido. He also teaches at the community centers. After Gozo Shioda’s death in 1994, in 
order to spread his father’s legacy throughout the world, he has been teaching aikido and has 
also become an author. 
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How to use this book 


In training, Basic Movements and Basic Techniques 
should be practiced on both the left and the right side, 
but for the purpose of this book, techniques have been 
explained and illustrated from one side only. 

The person who initiates the attack is called “uke,” 
the person who performs the technique is called 
“sh’te.” In aikido techniques sh’te does not work 
alone—the next move in each technique is dependent 
on the situation that uke is in. For that reason there 
are sections in the text called “Uke’s Position,” 
which explain the effect of each of sh’te’s movements 
on uke, These have been added as giiides to be used in 
training. 

Movements that frequently reoccur in the Basic 
Techniques (moving forward, grabbing the wrist, 
preparatory movements for techniques from the rear, 
etc.) are explained fully in Section 2. In your basic 
technique training, please continue to refer to this 
section. 

Although in the text the techniques are broken 
down into separate movements, it is important to 
remember that actually these flow into one continuous 
technique. 

For explanation of special terms, please refer to page 
28. 

In aikido, the use of physical strength (power) has 
to be very delicate. For that reason, we have deliber- 
ately avoided words that might suggest brute force. 
Please be aware of nuances. (Example: “grasp” as 
opposed to “grab,” or “strike” as opposed to “hit,” 
“punch,” etc.) 

Techniques are divided into I (ichi) and II (ni). In I 
techniques, both sides are in the same kamae (right or 
left) and the flow of energy will be toward 
uke. In II techniques, partners are in oppo- 
site kamae (one in right and one in left), 
and the flow of energy will be toward sh’te 
(though there are exceptions to this rule). 

Usually I is the representative technique, "A 
and II is the reverse (turning) technique. a 
There are also a number of techniques that ’ 
do not have aI or Il classification. 


As you get older, your muscles weaken, 
And you can no longer lift and pull. 
In the end there’s a limit to physical strength, no matter how you build it up. 
That’s why Ueshiba Sensei says that 
Unlimited strength comes from breath power. 
In effect, it is based on natural principles. 
If the other person comes powerfully against you, 
And you respond by simply taking his power into yourself, 
There is no need for any effort. 


CHUSHIN-RYOKU 


THE POWER OF THE CENTER LINE 


Keeping your center line straight 


One of the basics of aikido is the principle of maintaining 
a straight center line in the body. For most people, even if 
they try to stand straight, their center line is not really 
straight. Even when we do stand straight and focus on 
keeping our center line fixed, we lose it again as soon as 
we move. If this happens, then the purpose of aikido, the 
development of breath power, becomes impossible. 

If we are able to maintain a strong center line what- 
ever direction we move in, we have focused power. By 
forging this focused power, we are also promoting strong 
posture, concentration, and breath power. 

In order to develop focused power the first and essen- 
tial training is kamae. Once you have attained a stable 
center in your kamae, you will be able to maintain it in 
your techniques. 
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Even when uke resists so that the technique is no longer 
effective, by locking your hips and maintaining a straight 
center line, your power will come through. 


When you have a powerfully focused center line, even if you 
stand on one leg you will still be able to maintain a centered 
body. 


SHUCHU-RYOKU 
FOCUSED POWER 


The power that is developed 
by unifying the whole body 


When we use physical strength, we normally assume we are 
dependent on the power of our muscles. In aikido, how- 
ever, the power of the hips, legs, knees, abdomen, and so 
forth, are joined together and are then focused into one 
point, whether it is the arm or the shoulder or the elbow, 
and in that way the power we develop is greater than the 
power of the muscles alone. This power is called shichii- 
ryoku, or focused power. 


One example of shiichii-ryoku. Even using just the index fin- 
ger, by concentrating your energy you can produce a large 
amount of power. 


If the body as a whole moves in an unfocused way, this 
sort of power cannot be developed. By using shiichi-ryoku, 
all of the power that is brought together from the whole 
body can be sent out through one point. If one part is too 
quick, or is late, it will not work. If the whole body is inte- 
grated as it moves, its power will be the power of the 
focused center line concentrated into one point. To put it 
another way, shiichii-ryoku is chiishin-ryoku at its extreme. 

In order to develop shiichii-ryoku, it is important not 
to depend on the strength of the upper body. If you do use 
that strength, the flow of energy will be stopped and you 
will not be able to transmit shiichii-ryoku. Therefore, in 
developing concentrated power, it is important to ensure 
that your body is in a relaxed mode. 

In aikido techniques, it is entirely through this con- 
centrated power that the power of the techniques is devel- 
oped. The purpose of training in basic techniques is to 
establish in the body the ability to produce shiichii-ryoku. 

The “trick” to concentrated power is in the big toe. 
When we fix the big toe to the floor, power comes into the 
hips. To that power you can then add the acceleration of 
the “spring” action of the knee. If these movements are 
all done together, a very powerful force is developed. 
Because of this, developing the big toes through, for 
example, kneeling techniques are very important. 
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KOKYU-RYOKU 
BREATH POWER 


Bringing together sensitivity, breathing, and rhythm into a 
focused power 


Breath power is what is developed at the point where our 
own focused power comes into contact with the other 
person. Here, the matter of spirit and rhythm (timing) 
are of basic importance. 

The matter of the spirit is how to become “empty.” 
You should lose the feeling of “I will try to do this. . .1 will 
try to do that...” and instead simply be in a serene state 
of mind. You will then be able to read the other person's 
movement and understand the flow of energy. You will 
then naturally feel where your own line of attack will be. 

In this way you can utilize different tempos and 
rhythms, not moving at one speed, but rather choosing 
the one that is most applicable to the situation between 
yourself and uke. Rhythm is a result of your own breathing. 
By breathing out when you should breathe out, and breath- 
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ing in when you should breathe in, rhythm is created. 

When feeling (sensitivity), breathing, and rhythm are 
brought together and become one, kokyi-ryoku, or breath 
power, is born. You and the other person become as one: 
where you lead you will be able to make uke follow. 

It is not necessary to do any special training in order 
to get breath power, because breath power is something 
that comes out of your own feelings. If you continue to 
train conscientiously in the basics, you will eventually 
realize, “This is breath power.” Once you have had that 
experience, by continuing your training you will increase 
its occurrence, until eventually it will become constant. 
Once that has happened, you will experience what 
Morihei Ueshiba called “becoming one with the universe.” 


KI 


“Ki" is the mastery of balance 


In aikido we often use the word “ki,” or energy, but 
this word covers a variety of meanings. “Ki” as it is 
manifested in the performance of techniques is what 
we have when the components of correct posture, 
center line, breathing, the explosive power of focused 
energy, timing, etc., come together so that we reach 
the highest state of perfect balance. It might be said 
that “ki” is “the mastery of balance.” 

The meaning of “ki” in the phrase “harmonize 
your ki,” refers to sensitivity to your partner, and cov- 
ers all of the elements that come out of your partner’s 
state of being, so that power, speed, timing, and 
rhythm are all Dart of the meaning of ki in this 
instance. 

As you continue your training, you will become 
more sensitive to how your opponent is going to 
attack you, which direction he is going to move in, 
and where he will focus his power. It is possible to say 
that this ability to “see/feel energy” is one of the major 
purposes of training. 

Delving deeper we see that “ki” is both the matter 
of the universe, and what controls it. To harmonize 
with the universe means to be in balance. “Aiki,”’iLe., 
“harmonizing of energy,” means to lose your own 
ego; it is the technique of submitting to the natural 
flow of the universe. By doing that you can effortlessly 
realize your own natural self depending on the situa- 
tion that is in front of you, and it is by developing this 
harmony that we find the realization of aikido. 


0) 
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IRIMI 
ENTERING 


A body movement that allows 
you to move in to the side of 
uke’s body 


In irimi, or entering, instead of clashing with uke’s 
power straight-on, you move off that line and move in to the 
side of his body to the “safe angle.” By using irimi, you can 
move your body to a safe position and at the same utilize 


your partner's power in order to apply a technique. 


As you move forward come to the outside of the other person’s 
punch, and strike up through the jaw in irimi-tsuki. 
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In irimi it is important that you take a half step for- 
ward yourself as your opponent is coming in to attack. 
Never wait for the attack to come. Because you yourself 
are moving forward, uke’s power is also increased, and 
by opening up your body at that point the success of the 
entering movement is brought about. In addition, make 
sure that, although you are moving straight forward, you 
are actually moving to the outside of the other person's 
attack. 


i Ona ; f { 
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KAITEN 
TURNING 


Envelop uke’s movement in 
your own circular movement 


In aikido there are not really any straight movements; the 
basis is circular movements, which allow us to redirect 
the other person’s power without clashing with it. Also, 
having the ability to make circular movements is more 
likely to lead to success in getting our own body in close 
to uke so that we can quickly apply the technique. By 
enveloping our opponent’s movements within our own 
circular movements we are able to completely take away 
his power. 


Within the circular movements, there are situations in 
which we are in the center and uke is turned around us, 
and situations in which uke is at the center, and we move 
round the line that is the circumference of uke’s circle. 
This circular movement is not always a simple flat circle; 
there are times when it is a spiral, or when it looks as 
though it’s going around the surface of a ball. Whichever 
one it might be, a circular movement is one that enables 
us to redirect the direction of power without interrupting 
the flow of energy. 

In order to perform the kaiten movement, it is impor- 
tant for your own center of balance to be firmly fixed. If 
your own center of balance is wobbly, you will not be able 
to make a stable turn. Maintaining this strong center of 
balance is also one of the principles that allows you to 
smoothly transfer your weight from one foot to the other. 


Having entered, you can then add the effect of the turn to 
bring uke sufficiently off-balance, and so can then apply 
shomen irimi-nage. 
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EXTENDING YOUR PARTNER'S BODY 


By causing uke to overextend his 
energy, you make him powerless 


If you can sufficiently blend with uke’s energy so that you 
can “lead” him, at the moment that he becomes overex- 
tended and powerless you apply the technique. This is 
one of the basic principles of aikido. 

For example, if you were to stumble and lose your bal- 
ance, you might soon regain your feet, but if you were to 
completely trip, then all you could do would be to fall 
over. Extending uke’s body means that you are able to 
lead uke’s body until he is no longer able to maintain 
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control over his own balance. By extending the body and 
then applying an effective technique, it is possible to 
cause a potentially highly damaging fall. 

In order to achieve that without interrupting uke's 
energy, you need to lead him so that his energy is always 
extended beyond his body. Just like pulling on the hand of 
someone who has already started to fall over, it is impor- 
tant, once you have taken uke’s balance away, not to give 
him a chance to regain his feet. 


Grasp the moment to take over 
uke’s power 


The ideal of aikido is to se a small amount of power 
for a large effect. An important part of achieving this is 
your timing at the moment that you make contact with 
uke. However many moves and techniques you 
remember, if your timing is not correct the technique 
will be “dead.” On the other hand, if you can skillfully 
blend your timing with uke’s attack, even if you do not 
perform any particular technique, you will still be able 
to inflict severe damage. 

Whether it is blending with your partner when he 
comes to grab you or strike you or, alternatively, 
striking him, whatever you do, timing is what gives it 
life. If your timing is late, you will be crowded out by 
uke; if you are too early, uke will see your movement 
and change his attack. You should apply your tech- 
nique exactly at the moment that he commits himself 
to the attack—this is proper timing. 

Utilizing that split second is what is called “harmo- 
nizing.” It would be correct to say that in aikido all tech- 
niques begin from this idea of ‘harmonizing’. 


When uke comes to push at your shoulders, at the exact 
moment that his elbows are extended you use your shoul- 
ders to push back. As though he has been thrust with a staff, 
all of his attacking power is reversed. 
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USING YOUR PARTNER'S ENERGY 
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Catch the timing of the 
oncoming energy 


By using uke’s oncoming energy as he comes to grab 
your hand, you are able to create a situation in which 
he will become completely powerless. For example, if 
as uke comes to grab your hand and push it, you 
blend with that energy and pull your own wrist toward 
yourself, you will be able to unbalance uke before he 
is able to withdraw his hand. Alternatively, if he pulls 
you, if you blend with that and move at the same time, 
you can utilize his pulling energy. 

In the above example, if your timing is late you will 
lose to uke’s energy, and if you are too early uke will 
release his hand. At the very moment that the power of 
the grabbing hand is applied, that is when you must 
use uke’s energy. It is no good if you simply pull your 
hand in. If you are properly focused, you will be able 
to create a real connection with uke's energy. 

If you can control this timing well, at the moment 
that he is unbalanced uke will unconsciously grab the 
hand more strongly in order to support his body, and 
at that moment will not be able to release his grip. 
Once his grip is strong, you can lead his energy and so 
come into a technique. Which technique you use 
depends on the position of the hold. Even if the energy 
(grip) is fixed, by offering an opening you can blend 
with uke’s power, and you will be able to make use of 
his energy, as in a pull or push, in the same way. 


By using uke’s oncoming energy as he comes to grab your hand, you can break uke’s balance. 
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CONTROLLING UKE'S KNEE 


When uke grabs our dégi, by redirecting his power along his weak line, we can unbalance him by way of his knees. 


Apply your energy against the 
weak point 


In aikido we have many techniques in which we lock 
uke’s wrist. However, simply locking out the wrist is not 
enough: we must also apply the technique to uke’s lower 
body, so that uke’s knee is knocked away. Thus we are 
able to see that the technique has had a real effect. For 
example, in nikaj6, if we just lock the wrist and uke has 
sufficient strength, the technique will not be effective. If, 
however, we send our energy through the wrist in order 
to destabilize the knee, even if uke resists we will be able 
to unbalance him. It is perhaps possible to say that an 
aikido technique is where we are able to unbalance the 
other person even without hurting him. 


In most cases, when we try to apply a technique, we 
concentrate only on the place where we think the control 
will have its effect, and often we try to apply our strength 
against the angle where uke’s power to resist is strongest, 
so that there is a clash of power. But however strong uke 
is, there is always one line that is weak. By redirecting the 
power into that line and thus turning all of uke’s power 
back on himself, he will not be able to keep his feet (stay 
on balance). 

In order to find that line, we must work to improve 
our overall sensitivity to, for example, how uke looks, his 
posture, balance, and so forth. In order to achieve that, it 
is necessary to experience many different sorts of power 
on our own body. 
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ATEMI 
STRIKING 


The moment of contact becomes 
the strike 


The founder, Ueshiba Sensei, said, “In a real battle, atemi 
is seventy percent, technique is thirty percent.” The train- 
ing that we do in the d6jé is designed to teach us various 
sorts of techniques, the correct way to move our body, 
effective ways of using our power, and how to create a 
relationship with the other person. 

In a real battle, we must use the power that we have 
developed in our bodies in the d6jé and use it explosively 
in an instant; we must decide the outcome of the fight at that 
moment. In that situation atemi becomes very important, 

In aikido, we don’t use any special strength to apply 
atemi. Just like in all the other techniques, we can gener- 
ate power through the use of focused energy. For exam- 
ple, in the case of shémen-tsuki, if you can use the front 
knee to effectively transfer all of the power of the forward 
movement of your body, all of the body's energy will be 
transferred into your fist. Basically, this is the same as the 
principle of hiriki no yései (elbow power movement) 
(see pages 32-35). 

In atemi, timing is of course very important. When uke 
comes toward you, if you can time it so that you make 
your strike at the moment that he is off-balance, even 
without using strength you will be able to hit with great 
power. 
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In the case of someone coming to attack you 
from the rear, if you have an understanding 
of distance and timing, you can use your back 
to strike them, This is a variation of atemi. 


Strikes as they are used in aikido are not limited to 
just hitting with the fist or tegatana (side of the hand). If 
you make contact with uke with focused power, that is 
atemi, so it is possible to use your shoulder, your back, or 
any part of your body to make the atemi. 


ICHITAITA 
ONE AGAINST MANY 


Hold an opponent to catch 
an opponent 


One of the distinctive features of aikido is that it 
is not just used in one-on-one situations but can 
also be used when facing many opponents. If 
you are facing multiple attackers it is of course 
important to maintain your own strong posture, 
but it is also important to be able to perceive the 
situation of your opponents. 

Each opponent who is facing you is also con- 
centrating on the person opposite him, so his 
attention is divided. That weakness is where you 
attack. If you move forward and offer yourself 
for attack, your opponents will be affected by 
that and will simultaneously come forward to 
attack as well, but a tiny time-lag will appear 
between each of those attacks. If you jump for- 
ward at whoever is fastest, and turn your body 
correctly, that first person will bump into the 
person opposite him, and they will become con- 
fused. Basically, that is the principle of “hold an 
opponent to catch an opponent.” In this way you 
can create confusion even if there are a group of 
people facing you. 

In the above scene, as you change direction 
without stopping your movement, your circular 
body movements will have a great effect. 
Because of the necessity to react quickly, atemi 
can be used in many ways as you make your 
attack. 


By moving forward yourself, all of your opponents will also 
come toward you. At that point, by turning your body you are 
able to confuse them. 


TRAINING SYSTEM 


Training begins with basics, and it returns to basics 


Kihon Dosa / Basic Movements 


We train in kihon désa in order to learn the basic body 
movements of aikido, There are six basic movements, 
each one of which can be performed alone or with a part- 
ner, They are: hiriki no ysei ichi (elbow power 1), hiriki 
no yései ni (elbow power Il), tai no henkd ichi (body 
change movement I), tai no henké ni (body change 
movement II), shiimatsu ddsa ichi (after-class exercise 
1), shiimatsu ddsa ni (after-class exercise II). Beginners, 
who usually perform the movements without a partner, 
learn through them how to focus the power developed by 
their whole body, how to do entering and turning move- 
ments, and how to maintain a stable posture. Higher 
grades, who perform the movements with a partner, tak- 
ing on both the role of sh’te and of uke, develop a sense 
of connecting with the partner’s energy. They also learn 
how to use the partner’s weak line in order to unbalance 
him, how to develop breath power, and so forth. 

These movements can be practiced empty-handed or 
with a sword. 


Kihon Waza 
Basic Techniques 


In Basic Techniques we allow uke to make various attacks 
(ie., using his power in different ways), and then use our 
technique in order to complete the interaction. 
@ Suwari waza (kneeling techniques)—techniques 
performed when both people are facing each other in a 
kneeling position. There are as many kneeling techniques 
as there are standing techniques. 
@ Hanmi-handachi waza (one kneeling, one standing 
techniques) —techniques performed when sh’te is in a 
kneeling position, and uke makes his attack from a stand- 
ing position. 
@ Tachi waza (standing techniques) —techniques per- 
formed when both partners are standing. 
@ Ushiro waza (“ushiro” means “behind, rear”)— 
techniques in which uke attacks from the rear. 

Suwari waza and hanmi-handachi waza are left over 
from the palace techniques of the olden times [when the 
nobility would spend much of their time indoors in a 


kneeling position], and should be done using shikké 
(knee-walking). These techniques contribute greatly to 
the strength and flexibility of the ankles and hips. They are 
also very important for getting the body used to the idea of 
moving from the hips. Once you are able to perform 
suwari waza, tachi waza will become simple. 


Points to remember when performing basic 
techniques 

The movements of the basic techniques are designed 
specifically to show us how, by using rational methods of 
guiding energy, we can find a technique that will unbal- 
ance our partner. Therefore each movement must be per- 
formed correctly, and you should make sure that you do 
not “make it up” by yourself. 

To avoid confusion when performing basic tech- 
niques, when you are uke you should not use your power 
to try to overcome sh’te. Harmonize your breathing with that 
of sh’te, and allow the technique to be performed correctly. 
In this way, you too will come to understand the correct 
way of using your power when performing the technique. 


Applied Techniques 


These are techniques that have developed out of the basic 
techniques. While in basic techniques we separate each 
movement and do it individually, in applied techniques we 
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train by performing the technique in one flowing move- 
ment. We are also able to practice applied techniques with 
weapons such as the bokken (sword) or tant6 (knife). 


Free-style Techniques 

This is training in which the attack your partner is going 
to make is predecided, for example, shmen-uchi (front 
strike) or katate-mochi (one-handed grasp). Your part- 
ner continues to attack you in that way while you have the 
freedom each time to choose which technique to apply. 
You can use the body movements and the redirection of 
power that your body has learned through training in the 
basic techniques while making the realistically continu- 
ous movements of the various free-style techniques. You 
can also expand your training by having your partner use 
two or three different attacks, 


Free-style techniques against multiple 
attackers 


This is where you perform free-style techniques against 
two, three, or more opponents. It is important to move 
with the whole of your body, and to move in such a way 
that you always maintain a stable posture. You can also 
introduce different attacks by having one opponent attack 
empty-handed, one attack with a sword, and one with a 
knife. 


Other training 


‘The highest and most difficult level of training is to unbal- 
ance someone who has locked out their strength specifi- 
cally in order to stop you from unbalancing them. In the 
Yoshinkan, Soke (Headmaster) Gozo Shioda shows how 
it is done by demonstrating on his senior students. 
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EXPLANATION OF SPECIAL TERMINOLOGY 


Circular 

‘This term is used, for example, in “Raise the tegatana 
(cutting edge of the hand) in a circular movement,” 
or “Move your leg forward in a circular movement.” It 
means that your movement should describe an arc, 
not a straight line. 


To turn over 

For example, “Turn the elbow over,” “Turn the shoul- 
der over.” It means that you should turn that part over 
so that it is facing in the opposite direction. Actually, 
when we say “Turn uke’s elbow and shoulder over to 
the front,” what we mean is “Turn uke’s arm so that 
the elbow and shoulder are facing forward, and uke is 
unbalanced in that direction.” 
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Lock out 

For example, “Lock out the wrist,” “The elbow is 
locked out.” In this sense, “to lock out” means “to 
apply pressure into the joint.” The meaning, for 
example, of “Lock out the elbow” is “Apply pressure 
through the wrist up into the elbow.” The purpose of 
this control is to prevent the particular joint from 
being able to move. 


To fix 

“Fix your power,” “The energy is fixed.” Lead uke’s 
power so that it reaches its full extent of movement, at 
which stage uke loses his ability to pull back or with- 
draw. By fixing the energy, uke is not able to let go of 
the hand he has grasped. 


Open up 

This usually means either to the right or to the left. 
“Open up your front foot to the left,” means that you 
move the foot to the left and also turn your body to 
face that way. “Open up your body to the rear” means 
that you make a turning movement to the rear with 
your back foot and also change the direction that your 
body is facing. 


LC eee TS 
TAI SABAKI NO KIHON 
THE BASICS OF BODY MOVEMENT 


The basics are only a guiding principle. 
Your strongest posture is the one that fits your constitution. 
That cannot be taught to you, 
You have to find it for yourself: 
It is not a question of widening your stance or narrowing it, 
If the truth be told. 
But, people will do what is comfortable for them, 
So ifyou allow them to, they will just make it up for themselves. 
That is why, you must always return to the basics, 
This is what is important. 


— Gozo Shioda Sayings (Il) — 


KAMAE 
BASIC STANCE 


The basic posture that will allow 
you to develop breath power 


Originally, there was no position in aikido that might have 
been called a “basic stance.” The founder, Morihei Ueshiba 
Sensei, while saying that the basic stance was “to open 
your feet to the six directions [north, south, east, west, 
up, down],” also wrote, “The complete kamae is what 
arises from where the gods lead you, depending on time, 
situation, the lie of the land, the spirit of the moment— 
kamae is what is in your heart.” [from Bud6], so that the 
explanation for the real battle is to adapt to the circum- 
stances that you are in. 

In the Yoshinkan, in order to learn the stance that is 
necessary to develop breath power, we introduce kamae as 
the most basic part of our training. 

Through training in kamae, we learn to @ maintain a 
straight balance, @ keep our hands, feet, and hips on the 
center line of the body, @ maintain correct posture with- 
out having to make an effort, and @ extend our spirit for- 
ward. For beginners, the stance may feel very unnatural; 
we train so that eventually the body will come naturally 
into this position. If you can naturally assume kamae, 
your body will have started to gain the ability to develop 
breath power. 

When your right hand and leg are forward, you are in 
right-handed kamae (migi hanmi kamae), and in the 
opposite position you are in left-handed kamae. 


Feet The distance between your feet should be one-and- 
a-half times the length of your own foot. Both feet should 
be standing on the same line, with the toes pointed out- 
ward, so that if the heel of the front foot and the toes of 
the back foot came together they would make a right 
angle. By turning the toes of the front foot outward (and 
having the balance over the front foot), you are able to 
make a turning movement more easily. Make sure that 
neither heel floats up, and press the big toe of each foot 
firmly into the mat. This is also good training for the big 
toes, which are so important in maintaining balance. 


Knees Lightly bend the front knee, and keep the back 
knee completely extended so that the back foot snaps into 
the extended position. Your balance should be sixty per- 
cent over the front foot and forty percent over the back 
foot. You should not be supported by the front knee, but 
rather the body should extend straight up from the back 
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foot. The front knee should be loose enough that it can 
move freely. 


Hips Your hips should be stable and facing forward, 
exactly along the front line of the body. Be careful, as it is 
easy to open up slightly with the hip on the back leg side. 


Upper Body Extend your neck and spine. By extending 
right through from your back foot to your neck you can 
ensure that your whole body will be leaning forward in 
one line. Relax your shoulders, and make sure that you 
don’t open up your armpits. Keeping the neck straight is 
one of the characteristics of aikido. 


Hands / Arms Open up the fingers of the hands. Both 
the upper and the lower hand should be held along the 
center line, The upper hand should be in line with the 
chest, and the lower hand should be one fist’s length away 
from the abdomen. Hold both elbows so that they are not 
overextended. The fingers of both hands should be point- 
ing at the base of your partner's throat. Beginners tend to 
need strength in order to keep the fingers open, but keep 
practicing until it becomes natural. 


Spirit Your spirit should be sent strongly forward, but 
you should also have a “still mind” so that you can react 
appropriately however your opponent might attack you. It 
is also important that you don't focus only on the person 
standing in front of you, but maintain all-around awareness. 


Facing your partner in kamae 


When facing a partner, ma-ai (the correct basic dis- 
tance) is one tatami, or about 1.8 méters. Although this 
ma-ai might seem large for an empty-handed style, it has 
a purpose: by leading our opponent into this space we 
can maintain the initiative. 

When facing an opponent, our eye-line is important 
(i.e., the way we observe our opponent). By focusing on 
the other person’s eyes but maintaining awareness of the 
whole of his body, we can read his body's movements. As 
we improve through training, by seeing the changes in his 
eyes, we will be able to read his next movement and also 
his state of mind, 


Ai-hanmi kamae / mutual kamae 

Partners are facing each other in the same kamae. If both 
sh’te and uke are in right-handed kamae they are in migi 
ai-hanmi kamae (mutual right-handed kamae), and if 
both are in left-handed kamae they are in hidari ai-hanmi 
kamae (mutual left-handed kamae). 


Gyaku-hanmi kamae / Opposite kamae 
Partners are facing each other in oppositie kamae. When 
sh’te is in right-handed kamae and uke is in left-handed 
kamae they are in migi gyaku-hanmi kamae (right- 
handed opposite kamae), and when sh’te is in left-handed 
kamae and uke is in right-handed kamae they are in hidari 
gyaku-hanmi kamae (left-handed opposite kamae). 
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HIRIKI NO YOSEI ICHI 
ELBOW POWER | 
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®-@ Move backward by sliding the back foot to the 
rear, and cut down with both hands in a circular move- 
ment. Pull back the front foot so that you return to your 
original kamae position. Make sure that your balance 
doesn't fall back in this position. Repeat the movement, 
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Raise the hands as you. are 
moving forward 


Hiriki is an old Japanese expression meaning “elbow 
power,” and in aikido terms it has come to mean 
“breath power as expressed through the elbows.” 
This elbow power movement is the basic form that we 
use to teach the body to develop breath power. In the 
(1) movement, as we move forward and backward, we 
also learn the movement of raising and cutting down 
with the hands, The explanation that follows refers to 
the movement as it is done with a partner. 


@ Uke approaches from the front diagonal and grasps 
your lower arm in both of his hands, fixing it so that it is 
unable to move. If you are in a migi-hanmi kamae, uke 
grasps firmly with his right hand, and the left hand 
comes from underneath to assist in the gripping. 

@®-@ As though extending forward with the hips, slide 
forward with the front foot. At the same time, with a feel- 
ing as though extending forward with the elbows, raise 
both hands up in a circular movement along the body's 
center line. 


Uke's Position 
As sh'te raises his hands, your elbows are raised up. 

@ Bring your balance forward strongly over the front 
knee, and pull your back leg up in its extended position, 
so that you will be in a leaning-forward position. Once 
you have raised both hands, the thumb of the upper hand 
should be in front of the head, and the thumb of the 
lower hand should be pointing at the nose. 


IMPORTANT POINTS 

@ Make sure that you don’t open up with your hips as 
you come forward. 

@ Don't leave your back foot behind you. If your hips are 
truly facing forward, by pushing forward with your froat 
knee you will naturally be able to pull your back leg up. 
@ Make sure that you don’t have your balance over your 
back foot as you move forward with your front foot, and 
also be careful that you don’t do the opposite and lean 
forward so much so that your hips begin to “float.” 

© Don’t lift up the heel of the back foot. 

@ Don’t pay attention to the fact that your arm is being 


held, i.e., you should do the technique exactly as if you 
were doing it by yourself. 

@ Don’t lose the distance between your elbows and your 
body. 

© Don’t open your elbows to the side, and don’t raise 
your shoulders. 

© Don't move in such a way that the different parts of the 
body move separately. The whole of the body should 
move in time with your breathing. 


Your hands, feet, and hips move in one line 

This is how the movement looks when you are doing it 
alone, as seen from the front. Your hands, feet, and hips 
all move keeping to the center line of the body, and the 


body keeps facing straight to the front. In this manner the 
power from the whole of the body becomes focused, and 
that power can then be transferred through the hands. 


® 


The balance is brought for- 
ward by the forward move- 
ment of the hips 


@-@ This movement involves more than just the feet mov- 
ing forward. As the hips move forward, the balance is also 
brought forward. At the same time, the back foot is planted 
into the mat as though thrusting back with a j6 (wooden 
staff). In order to do this, the back foot has to be absolutely 


extended, so that the back knee is completely locked out and 
the back of the foot is fixed to the mat—this is the basis of 
the movement. 

@® Once the balance is sufficiently over the front foot, push 
the front knee forward. Even when the movement of the front 
foot has stopped, the hips should continue to move forward, 
so that the balance is also being pushed forward. In order to 
achieve this, it is important that the front knee moves for- 
ward in a full movement. By pushing the front knee forward 
in this way, the back foot will naturally be pulled up. 
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HIRIKI NO YOSEI NI 
ELBOW POWER II 


As you transfer your weight, rai 
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This is the movement that you apply when the hand that is 
down by the side of your body is grasped; to raise the 
hands, you use the power that is generated by transferring 
your weight and changing the direction of your body. In 
aikido we don’t just use the power of the arms, but rather 
we use the power generated by transferring the weight in 
executing the technique. Beginners easily lose balance as 
they are making this transferring movement. Hiriki no 
yosei ni is therefore designed to teach us how to transfer 
the weight while maintaining a stable posture and without 
losing balance. It is also very effective at increasing the 
flexibility and strength of the feet and hips. The explana- 
tion that follows refers to the movement as it is done with 
a partner. 
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® 


@-®@ From the same position as in (1), when the hand has 
been gripped, turn around, keeping the balance over the 
toes of both feet, so that the body turns 180 degrees and is 
facing the opposite way in hidari hanmi. As you do so drop 
the right hand, still in kamae position, so that it is hanging 
down by the side of your body. Don’t use your strength to do 
this, and don't allow your hand to be too far forward or back. 
@ Advance forward with the left foot in the same way as in 
(1), and come to a leaning-forward position. Keep both 
hands in the same position. Don’t pull the right hand in 
toward you. The movement as done up to this point is the 
preparatory movement. 

@~@ As you transfer your weight from your left foot to your 
right foot, keeping your weight over the toes of both feet, 
turn and face the other way. Together with the movement of 


the upper body, bring your right hand up from its position by 
the side of your body in a circular movement, keeping it in 
line with your center of balance, so that it is raised to head 
height. Raise your left hand as well, making sure that it stays 
directly in front of your body, and bring it to nose height. 
Once you have finished the turning movement you should 


IMPORTANT POINTS 

@ Don't perform the movement in such a way that your 
center of balance stays between the front and back feet 
and you merely turn your body around. 

@ In the middle position of the movement, make sure 
that your weight stays over your toes. 

@ Do not wait until you have finished the turning move- 
ment to raise the hands. Make sure that you raise them 


have raised the hands in the same position as in hiriki no 
yosei ichi. 

@-~@ As you return and transfer your weight from right foot 
to left foot, cut down with both hands along the same path 
and return to the preparatory position, Return and repeat the 
movements. 


as you are making the turning movement, taking care 
that your elbows do not get stuck too close in to your body. 
@ Make sure that your hips don’t get left behind and that 
your body doesn’t come to a twisted position. 

© Without changing the height of your hips or knees, by 
transferring your balance in a horizontal movement you 
can keep your weight over the same line. 


Control the whole body as one unit 


© Without changing the height of your hips or your knees, 
and by moving in a horizontal turning movement, you will 
be able to transfer your weight from one foot to the other 
while moving your center along the same line. You should 
not move away from this line—to the left or to the 
right—with either the upper or the lower body. 


b’ 


@ The turn of the hips, knees, and ankles, together with 
the raising of the hands, should all take place in one move- 
ment in time with your breathing. This means that all parts 
of the movements should both start and finish together. 

(The diagram below shows the movement of the whole 
body as seen from above). 


b a—left knee 
b—left heel 
a’—right knee 
b’—tight heel 
c—hips 
d—right hand 
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TAI NO HENKO ICHI 
BODY CHANGE MOVEMENT | 


IMPORTANT POINTS 

@ The leg and hips move together 
as they make an “S” movement. It 
is incorrect to do this movement 
with the foot alone. 

@ Both hands are kept in front of 
the body. As the hips change direc- 
tion, the hands follow in a circular 
movement. The hands move as though 
the backs of them were following 
the surface of a ball. 

@ The whole body moves smoothly 
without a feeling of jerking at any 


Stage. 

@ Having turned your wrist into the 
palm of uke’s hand, change the 
direction of the movement without 
losing that power. 


earertiy 
tILEy betel 


The hips move in a V shape, the 
basis of “body entry” (irimi). 


This is the method of training the body movement when 
being pulled. In one smooth movement the hips move for- 
ward in a V shape, changing the line of power and causing 


ineny 
en 


uke to become powerless. By controlling your own hands, 
feet, and hips along one line, you can come to a stable 
posture. This movement of the feet and hips is the basis of 
the body entering movement (irimi) and is also directly 
connected to katate-mochi sokumen irimi-nage (one- 
hand grasp; side entering throw). 


‘The same movement, shown from different angles, is intro- 
duced both for solo practice and for practice with a partner. 
@® From migi ai-hanmi kamae, uke grasps your left hand 
with his right hand, and pulls in a straight line. 

® Blending with the pulling power, your left foot passes in 
front of your right foot in a circular movement, and the 
palms of your left and right hands face each other as they go 
forward. 

® Sliding the left foot forward in a circular movement, 
change the direction of your hips to the left. The palms of 
both your hands are facing up, with the left hand at head 
height and the right hand at chest height. 


Keeping the upper body in that position, bring your 
left foot forward in a large movement, keeping the balance 
forward. When working with a partner, your left hand enters 
into the left of uke’s neck with a circular movement, your 
right hand comes palm up along the side of uke’s body. Your 
left foot moves forward between uke’s feet. 

@-® When coming back on the return movement, slide 
back your left foot in a big movement, and at the end slide 
your right foot in so that you return to the original position. 
Repeat the above movements. 
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TAI NO HENKO NI 


BODY CHANGE MOVEMENT II 


This is the method of redirecting power when being 
pushed. This movement enables us to make a turning 
movement “tenkan” while maintaining a stable posture, 
so that by keeping the balance over the same foot and 
making a turning movement to the rear, we can unbal- 
ance the other person. Many unbalancing techniques 
develop from tai no henk6 ni. 

® From hidari gyaku-hanmi kamae, uke grasps your left 
hand and pushes in a straight line. 

@-@ Blending with the pushing power, keep the balance 
over your left foot and make a 95-degree turn to the rear 
with your right foot. At the same time bring your left hand 
around in a scooping movement so that it comes to chest 
height with the palm facing upward. The right hand is turned 
in the same way as the left hand, and is brought up to hip 
height. 
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Redirect the energy by making a 95-degree turning movement 


(] 


Uke's Position 
Pivoting around the point where you had grasped, your 
elbow is bent inward, and your power is redirected forward 
in a circular movement. 

Return along the same path so that you come back to 
your original position. Repeat the movement. 


IMPORTANT POINTS 

@ Keep your energy flowing forward as you make the turn, 
and drop your weight straight down over the front foot. 
@ In order not to bring your balance backward, make 
sure that you turn with the feeling of turning forward. 

@ When you make the turn, make sure that you keep your 
hands, hips, and feet on the same line, and don't allow 
the different parts of your body to get out of alignment. 
@ When you turn the hands, keep them on the line that 
extends forward from the hips. Don’t do the movement 
just by pulling in with the hands. 


Keep your 
wrist fixed 
to the palm 
of uke's hand 


When we say “Turn your hand around in a scooping move- 
ment,” we mean that you should turn the wrist over in such a 
way that uke’s four fingers, starting with the little finger, are 
caught up in the turn. By doing the movement in this way you 
can make a real connection with uke’s power. Because uke 
has pushed in a straight line and can no longer release him- 
self from the point where he gripped, his elbow is bent 
inward. 


COMMON MISTAKES 

@ You lose your center of balance and your weight 
falls backward. 

@ You pull your hand to the side and therefore lose 
your own correct posture. 
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SHUMATSU DOSA ICHI 
AFTER-CLASS EXERCISE | 


This is a combination movement designed to teach 
us to harmonize our energy with our partner. 


This technique is called “after-class exercise” because 
at the end of training we do it to stretch the body out. 
Originally, its purpose was to teach us to move from 
one position to another while maintaining a stable 
posture. By doing it in one continuous movement with 
a partner, it also teaches us to be sensitive to the other 
person’s energy. 

Shiimatsu dosa ichi is directly connected to rydte-mochi 
shihd-nage (I). (Two-hand grasp; four direction throw 1). 


@® From migi ai-hanmi kamae, uke grasps your wrists 
and pulls. 

@-@ You move forward and to the right from the front 
foot, and changing the direction of the pulling power, 
bring both hands up so that they are extended in front of 
the chest. Hold the hands in a circular shape as though 
the palms were holding the surface of a ball, and make 
sure that you don’t open up your elbows to the side. 

@-® Moving parallel to the line you were originally 
facing, make a large step forward with the left foot, and 
as you bring your weight over that foot, bring your hands 
up ina circular movement to the front of your head. 

©-© Keeping your weight over the toes of both feet, 
transfer your weight from your left foot to your right foot 
in the same way as in hiriki no yosei ni, and as you turn 
your body slide the left leg forward. Both of your hands 
stay in the same position as in the previous movement, 
and the arms extend straight up into the air. 


Uke’s Position 

Keeping your left hand holding sh’te’s right hand, allow 
your body to turn and slide up in time with the move- 
ment of sh’te’s back, and hold on to Sh’te’s right hand 
with both of your hands in a position behind your head. 
@®-® As you move forward in a big step with your right 
foot, keep your hands in the extended position and cut 
down with them to shoulder height, and bring your bal- 
ance strongly over the front foot. 


Uke's Position 

In time with sh’te’s forward movement, move to the side, 
keeping your grip on his right hand, and allow your body 
to be bent back. 

@® As you bring up the back foot, return to migi-hanmi 
kamae. If you are working with a partner, take correct 
distance (ma-ai) and face each other. 


IMPORTANT POINTS 

@ In ©, the distance between the feet after you have 
made the turn is the same as in kamae. 

@ As you are making moves ©-®, make sure that 
you are not pulled off-line because uke is holding 
you. Uke, as well, should make sure that he does not 
pull sh’te toward him. 
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SHUMATSU DOSA NI 
AFTER-CLASS EXERCISE Il 


Raise the hand as you make a turning movement to the rear. 


This exercise is to teach us to make continuous move- 

ments without interrupting the flow of energy, so that 

when somebody grabs both hands and pushes, we are 

able to make a turning movement to the rear, thereby 

changing the direction of the power and unbalancing 

the other person. 

® From hidari gyaku-hanmi kamae, uke grasps both 

your wrists, and pushes in a straight line. | 
@-~@ Keeping the balance over the left foot, make a 180- 

degree turning moyement to the rear, slide your right 

hand up on the inside of uke’s left wrist and raise the 

hand in a circular movement to head height. Bring the left 

hand around to chest height in a palm-up position, in the 

same way as in tai no henké ni (Body-Change Movement 
II). Bring your body to a low posture, and extend the | 
back leg strongly. | 
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Uke’s Position 

The elbow of the right arm should be bent inward, the elbow 
of the left arm should be led around and up, and you should 
be brought off-balance with a feeling as though you were 
moving around the outside of sh’te’s turn. 

Keeping your balance over the toes of both feet, trans- 
fer your weight from your left foot to your right foot and 
change the direction you are facing, and bring your left foot 
forward so that you are in kamae position. Raise both hands 
straight above the head, without losing the extension of the 
elbows. The hands are held shoulder-width apart. 

@ Slide forward in a large step with the right leg and bring 
your balance strongly over the front foot, coming to a low 


stance. At the same time cut down with both hands to shoul- 
der height. 

@ Bring the back foot forward and come to migi-hanmi 
kamae. If you perform the movement with a partner, take 
correct distance (sma-ai) and face each other. 


IMPORTANT POINTS 

@ When you are making the turning movement, make 
sure that you do not pull your hands into yourself. Apply 
the control around the circumference of the turning 
movement of your hips. 

@ Once you have finished the turning movement, both 
hands should be centered along your front line. Don’t 
allow them to come off-line to the left or right. 


KIHON DOSA 


BASIC MOVEMENTS: IMPORTANT POINTS 


When you are training in the basic movements, there are 
certain points that are vital for you to observe. As well as 
being applicable to actual techniques, it is also important to 
observe these points in all of the movements. 


Open the fingers strongly 


By opening the fingers, it is easy to extend power forward. 
It might appear that by making a strong fist and trying to 
control the arm in that way we would be very powerful, 
but actually in this position the power of the arm is flow- 
ing in toward’ us. If we extend our arm and allow uke to 
try to bend it, it is therefore quite simple for him to do 
that (picture ®). If, however, we strongly open the fin- 


Bringing up the back leg 


When you are making a movement to go forward, if you 
come to a position where your balance continues to 
extend forward, you will be able to develop strong power. 
In order to achieve this, once the leg that has advanced 
forward is fixed to the mat, continue to direct the energy 
of the knee forward. If you leave the back leg where it is 
and the forward power is stopped, you will not be able to 
extend power. It is also important, in order to keep a sta- 
ble posture, to maintain the correct distance between 
your feet. Therefore, when moving forward in a move- 
ment, as you extend forward with your front knee make 
sure that you slide your back leg up. 


— 


Your whole body moves as one unit 


When you are moving, if one part of your body is too fast 
or too slow, you will not have one line of power and thus 
will not be able to develop shiichii-ryoku. Therefore it is 
important to move in such a way that all the parts of your 
body move together, as in hiriki no ydsei ichi (figure A). 

a) Raising both hands, b) pushing forward with the hips, 
c) moving forward at the knee, d) moving forward with 
the front foot, e) pushing back from the back foot—if all 
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gers, our power is being transferred forward, and it is 
much harder for uke to bend our arm than when we held 
our hand in a fist (picture ®. So if uke grabs your wrist, 
open up your fingers to make it difficult for him to grab 
you strongly, and to make it easier for you to take advan- 


It is also important when you are moving forward that the 
back foot is attached strongly to the mat, so make sure 
that the back knee is strongly extended and that the sur- 
face of the foot is flat against the mat—do not allow your 


of the above are done together you will be able to create a 
single flow of power, and shiichi-ryoku will be devel- 
oped. 

In ®, as the balance comes over the front foot the front 
knee pushes forward, and the back foot slides up. 

In hiriki no ydsei ni, where we transfer the weight from 
one foot to the other, or tai no henk@ ni, where we make 
atenkan (turning movement), if all the parts of the body 
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tage of the contact of his grip. When you make a strike, _ they try to open the fingers, but as you continue in your 

open the fingers to generate a lot of power. training, you will find that you are able to hold the fingers 

A 5 4 aturally, When you open the fingers, you must 

In order to develop this ability, you have to pay attention PE" © an ; : 

to opening your fingers strongly when you are training. In make sure that your spirit is also being sent strongly for- 
the beginning, most people use too much strength when 
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heel to “float.” In this way you will be able to move for- 
ward without raising and lowering your balance. 


move together, the hips and the 
hands are always facing directly 
along the body's front line, If the 
body becomes twisted the whole of 
the body’s timing will be lost. 
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SHIKKO-HO 
KNEE WALKING 


Pull up the back heel 


We use knee walking when doing a technique from a 
kneeling position so that we can move smoothly without 
losing our balance. Make sure that your hips don’t float 
up; also make sure that you don’t do the opposite and leave 
your hips behind by using just your feet to move with. 


@® Come to seiza (kneeling position) and stand up on your toes. 
Keeping your balance over the right knee, move for- 
ward with the left knee as though pushing forward with the 
hips. As you do this pull your right heel forward, so that the 
heels of both feet do not become separated. 

@~® Once the balance is over the left knee move forward 
with the right knee and bring the left heel next to the right 
heel. Make sure that your weight doesn’t fall to the rear, and 
that your balance moves forward with the front knee. By 
repeating these movements you will move forward. 


IMPORTANT POINTS 

@ Make sure that your hips don’t “float” and that your 
balance doesn’t go up and down as you move. 

@ Keep your body straight above the hips, and don’t 
move from side to side. 

@ Make sure that the front knee—the knee that is mov- 
ing forward—does not come inside so that it crosses the 
center line of the body. 

@ When you have finished each part of the movement, 
your body will be in a “half-on” position, but make sure 
that the main line is straight forward. 

@ In order to move backward, pull the heels backward 
in a circular movement. 


COMMON MISTAKES 

Leaving your back heel behind, or turning your hips for- 
ward or to the rear are common mistakes. Make sure 
that both of your heels stay underneath your hips. 


any 


Turning movement 


When you want to make a turning movement from a 
kneeling position, bring your balance over one of your 
knees and turn your body around. Both heels come 


around as though chasing the movement of the hips. 
Make sure that as you turn you don’t “float up” with 
the hips and therefore break your posture, 


UKEMI 
FALLING 


Forward rolling fall 


1) i ty Tit 


Forward jumping roll 


f 
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To prevent injury when thrown 


The throwing techniques of aikido include simple throws _ the knot in your belt the whole time. The following falls 
as well as techniques where a twist is added. The art of _are representative but in reality, depending on the situation, 
falling not only enables you to escape injury, it allows you —_-you adapt to the circumstances in order to protect your body. 
to move quickly to the next attack. Whichever fall youdo, By taking these falls in training, you will be developing 
in order not to hit your head, your eyes must be looking at _ strength and flexibility in your whole body. 


@ This is the basic method of rolling forward. 


© Have the same side hand and foot forward, and turn 
the hand so that tegatana is facing forward. 

@-® Turn your head to the side, and make the fall so 
that the whole line—from the hand through to the out- 
side of the arm—comes into contact with the mat, all 
travelling along the same line. 

@-©® The other hand lies next to your hip in prepara- 
tion, and as the spine comes into contact with the mat, 
slap the mat with that hand. Don’t turn your body to the 
side; the body moves along the same line right to the end. 
© Using your left foot as a fulcrum, use the momentum 
of the roll to stand up. 


@ You can be thrown from different angles, and this fall 
is useful for many of those throws. It is specially useful if 
you are thrown fast, or if the throw has had a twist added. 
@®-@ Move straight forward with the front foot and 
bring your head in to your center. The other hand is held 
to slap the mat. 
@® Make a high jump forward, and turn your body over 
as you are in the air. 
@-© Slap the mat with your hand so that all of your 
arm up to the shoulder hits the mat. Allow your body to 
make a circular roll along the mat, and pull your left foot 
right up into your hips. Make sure that your body doesn't 
become unbalanced and end up in a diagonal line. 
@ With your left foot as a fulcrum, use the momentum of 
the roll to stand up. 


@ This is the fall that you would use if you were 
thrown backward and to the side, for example for 
shdémen irimi-nage and similar techniques. 

© Ifyou are thrown backward and to the right, pull your 
right leg back in that direction. 

@-® Drop your hips down so that they are close to 
your right foot, keep your left foot extended, and turn 
your body around to the right. Your right hand is held 
ready to slap the mat. 

@ As your right hand slaps the mat, bring both feet 
around so that your body is lying straight. 

@©-@ As you come around to the right, your body is fac- 
ing the other way from the direction in which you started. 
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SHOMEN-UCHI 
FRONT STRIKE 


Transfer the power of your hips 
into your hand 


In the same way that you would make a front strike with a 
sword, use your tegatana to make a strike to your oppo- 
nent’s head. By moving forward, the power developed by 
extending your balance forward can be transferred into 
your hand. 


@-@® When you come to a distance where your fingers 
would be meeting your partner's fingers if he extended his 
arm, raise your hand straight up above the center line of 
your body. Don’t lift up your shoulders or open your 
armpits. 

@-@ Pushing straight forward with your hips, strike with 
tegatana to your partner’s face. Bring your balance strongly 
over your front foot. Push forward with your front knee to 
transfer the power of the hips into the hand. In one breath, 
bring your balance forward and strike. 

® This is sh6men-uchi as seen from the front. It is made 
with the hands, feet, and hips in one straight line. 


IMPORTANT POINTS 

@ By spreading your fingers correctly you will extend 
your power forward. 

@ Don't raise your shoulders, and don’t use only the 
power of your arm to make the strike. 

© By bringing your back foot up at the moment of the 
strike you ensure that your posture remains stable. 


COMMON MISTAKE 

If you open your armpits, you will be unbalanced to the 
front. Because this will prevent you from pushing your bal- 
ance correctly forward, you will not be able to transfer any 
power into your hand, 


SHOMEN-UCHI NO UKEKATA 
BLOCKING THE FRONT STRIKE 


At the moment that you make 
the block, turn your hand over 


This is the method of protecting yourself against shémen- 
uchi. It is not just a matter of stopping the strike: by turn- 
ing your hand over at the moment that you make contact 
you will break uke’s power and also bring your own body 
into a strong posture. 

®-@ From hidari gyaku-hanmi, uke takes one step forward 
with the front foot and attacks with sh6men-uchi. You harmo- 
nize with uke’s strike, raising your hands, 

@ As though pushing forward with the lower part of the right 
tegatana, block uke’s strike. By using the hips and keeping 
the balance forward through the front knee, and extending 
strongly through the back leg, you will come to-an immoy- 
able posture. Don’t do this just with the arm, but have the 
feeling that you are performing the block with the hips. In 
addition, don’t wait to block, but use your timing to block at 
the moment before the power enters uke’s hand. Your left 
hand grips uke’s elbow lightly from the outside. 


@ In aikido we block with the ulna, the forearm bone that 
is on the outside of the wrist. 


How to blend with the wrists 


@-@® Do not merely hit each other in a straight line, but at 
the moment that you make contact with your partner turn 


your hand over as in @), so that you have the feeling of push- 
ing forward with your wrist and elbow. By doing this you can 
neutralize the power of the strike without losing the flow of 
power. Open your fingers strongly. (Sh’te’s hand is on the 
right). 


® 


@ If you block with 
your hand in a side- 
ways position, you will 
not be able to stop 
uke’s power. 

@ If you don't bring 
your balance strongly 
forward, your posture 
will be weak and you 
will be pushed back by 
uke'’s power. 


SHOMEN-UCHI NO UCHIYOKE 
ENTERING INSIDE THE FRONT STRIKE 


(FRON 
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T STRIKE IN 


SIDE 


-BLOCK) 


Maintain the point of contact 
and lead your partner 


As opposed to the block where you stop uke’s power, this 
is the method where you take away the power of uke’s 
strike and redirect the flow of energy. 


@-® Front migi ai-hanmi kamae, blend with uke's 
shdmen-uchi and move to the inside with the right foot. 
@-@ While uke’s hand is still at a high position, blend with 
your right hand (ie., bring your hands into contact with 
each other). 

©-® Keep your weight over your right foot and make a 
180-degree turn to the rear, and without losing contact with 
uke’s hand turn your hand over so that the thumb is pointing 
downward. With a circular movement make a flowing block 
along your own front line. You should have the feeling of 
using your own hand to lead the power of uke's hand. 


IMPORTANT POINTS 

@ If you pull the hand directly in toward yourself, the 
flow of energy will be interrupted and you will not be 
able to lead uke around. You should lead him around in 
a spiral movement along the extension of the line of the 
original strike. 

@ All of this should be done as one movement without 
stopping the flow of energy. 

@ While you are making the turn, make sure that your 
balance does not fall backward. 


YOKOMEN-UCHI 
SIDE STRIKE TO THE HEAD 
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By turning your Rips Cut MOWA —i tie seit tequmne. Don't merey lk our arm up w the 
along the diagonal side, but change the direction of the hips in order to change 


the direction of the cut. In the same way as in shomen-uchi, 
Strike with the hand by cutting down in a diagonal line, _ bring your balance strongly forward over your front knee to 


aiming at the area from the temple to the neck. transfer power into your hand. Open your fingers strongly in 
© In migi-hanmi kamae, raise your right hand straight Ter to develop as much power as possible. 
above you in the same way as in sh6men-uchi. r I 


@-@ As you move forward from the front foot, keep your 
elbow pointing forward and strike down in a diagonal line 
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COMMON MISTAKES 

@ Make sure that you don’t open your elbow to the side as 
you raise your hand, and also that you don’t swing your 
hand around in a horizontal line as you make the cut. 

@ The hips should not be facing straight to the front. 
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YOKOMEN-UCHI NO UKEKATA 
BLOCKING THE SIDE STRIKE TO THE HEAD 


with your partner, turn your hand over to the outside in 
the same way as in sh6men-uchi. Use your timing to 
apply the block at the very moment before uke’s strike 
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Control the strike the moment 
before it becomes powerful 


This is the method of protecting yourself against 
yokomen-uchi. Rather than just stopping the strike, 
this is a method of controlling uke at the moment 
before his strike becomes powerful. 

@-@ From hidari gyaku-hanmi kamae, harmonizing 
with uke as he raises his hands, raise both your hands 
straight up. 

Harmonizing with uke’s strike, move forward 
along the diagonal line with the left foot, and cut down 
with your hands, using the front part of the left arm to 
make the block. At the moment that you make contact 


becomes powerful. At the same time the right hand 
makes a fist, and gives atemi to uke’s face. 


IMPORTANT POINTS 

@ When you move out to the side, make sure that you 
don’t move on a straight line, and keep your own 
front line facing uke, with your face looking straight 
at him. 

© Don’t make the block just with your hands—use 
your whole body, and make sure that by bringing 
your balance strongly forward through the front 
knee you maintain a strong posture. 


COMMON MISTAKES 

@ Don’t open up your armpits, and don’t strike with 
the hand by pushing from the inside to the outside 
line, otherwise you will be overcome by uke’s power. 
@ Don’t let your body face outward. 


YOKOMEN-UCHI NO UCHIYOKE 
ENTERING INSIDE THE SIDE STRIKE TO THE HEAD 
(SIDE STRIKE TO THE HEAD; INSIDE BLOCK) 
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Cut down with the hand ina 
spiral movement 


In the same way as shdmen-uchi no uchiyoke, this 
method takes away uke’s power and redirects the flow 
of energy. 

@-@ From migi ai-hanmi kamae, harmonize with uke’s 
strike: as you raise your right hand step forward and to 
the inside with the right foot. 

@-® Keep your balance over your right foot and make 
a turning movement to the rear. As you cut down with 
your left hand make a flowing block, re-directing uke's 
strike along a spiral line. The flow of power from uke’s 
yokomen-uchi is maintained within this turning move- 
ment. At the same time, make a fist with the other hand 
and deliver an atemi to uke’s face. 

@ This is the moment that you make contact with your 
partner, as seen from the opposite side. 


IMPORTANT POINTS 

@ Don’t just push down on uke’s hand from above. 
Lower your stance at the same time as you make the 
turn, and the power developed by lowering your pos- 
ture will automatically be transferred into your hand. 

@ Don’t try to push uke’s hand around, but after 
your hands have made contact trust the circular 
movement of your own body to lead it around. 

@ Make sure that your balance doesn’t fall back as you 
make the turn. Keep your weight over one point right 
till the end. 


SHOMEN-TSUKI 
FRONT PUNCH 


Push the knee forward and 
extend the power into the fist 


r 
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The effectiveness of shOmen-tsuki is developed by push- 
ing the balance forward and transferring that energy into 
the fist. Even if you were to punch in the correct manner 
but the front foot that had stepped forward was too stiff, 
the flow of energy would stop there. If the hips continue 
to travel forward even after the front foot is planted on the 
ground, as the hips push the balance forward, so your 
power is also pushed forward. By combining that move- 
ment with the punch, all of the power will be transferred 
into the fist. In order to achieve this, the knee must con- 
tinue to push forward even after you have finished making 
the step. However, merely straining with the knee will not 
make the technique work. Training in the hiriki no ydsei 
(Elbow Power) basic movements will enable you to 
develop the necessary flexibility in the knees. 


We will here give the explanation of a shOmen-tsuki in 
which the same-side hand and foot are both moving for- 
ward, but when the hand and the opposite foot are for- 
ward (“gyaku tsuki”), the principles are the same. 


@-@ From migi ai-hanmi kamae, pull the right foot back 
and pull the right fist in to the side of the body. Drop your 
weight straight down over the left foot. 

As though you are pushing forward from the hips, 
move forward in a big step with the right foot, and punch in 
to your partner's solar plexus. The movement of the lower 
half of the body should be ahead of the movement of the 
upper part of the body. 

© Even after the right foot has been planted into the mat, con- 
tinue to push forward with the knee and the hips, and bring 
your weight strongly over the front foot. This action should 
be coordinated with the punch to form one movement. The fist 
should be closed lightly at first, becoming tight at the moment 
of impact. The back foot should slide up naturally with the 
forward movement of the body, and the back leg should be 
strongly extended in order to give the body a stable posture. 


IMPORTANT POINTS 
@ The hips must be held so that they are facing straight for- 
ward. 


@ Keep the fist in the center line of the body as you 
punch. Your hands, feet, and hips should all be on the 
same line, which will give you a stable posture. 

@ Don’t tense the upper body (especially the shoulders), 
and don’t use only the power of the arms to make the punch. 
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If you were to punch to kyiisho, a pressure point, using the 
single point of the second knuckle of either your first or 
middle finger would be effective. 


MAKING A FLOWING BLOCK TO SHOMEN-TSUKI 


Move your own center line away 
from the line of the punch 


When you are making a flowing block to a punch, if you 
try to escape with your body you will not be able to enter 
in. Avoid the punch by bringing your own body close to 
your partner, not to “escape,” but to go the least possible 
distance in moving your own center line away from the 
line of the punch. 


Outside flowing block 


@ Come to hidari gyaku-hanmi kamae. Uke pulls back the 
right foot one step and comes to the preparatory punching 
position. 

@®-@® Harmonizing with your partner's punch, maintain the 
feeling of moving forward as you keep your balance over 
your front foot and make a turning movement. Bring the left 
tegatana onto uke’s forearm, and make a flowing block. 

® Because it is the movement of your body that brings your 


own center line away from the line of the strike, there is no 
need to make a big step to the side to “escape” from the punch. 


Uke's Position 

To cause sh’te to come forward, make a punch to the front. 
At the moment that you put power into your fist to deliver the 
strike, your target disappears; the power of your punch con- 
tinues to extend forward, and because the direction of the 
force is redirected, you are unbalanced in a big movement to 
your front. 


IMPORTANT POINTS 

© Although it appears that you are moving straight for- 
ward, by changing the direction of your hips, you are 
able to cause uke to miss his target. Even after you have 
avoided the punch, do not change your balance, which is 
over your front foot. 

@ Make sure that because of your desire to escape from 
the punch you do not distance your body from your part- 
ner’s body. 

Do not push uke’s arm away with your tegatana, but 
rather make light contact, and by changing the direction 
of your own body redirect the line of energy. 


Inside flowing block 


@® Come to migi ai-hanmi kamae. 
Uke pulls back one step with the right 
foot and comes to the preparatory 
punching position. 

@-@ Keeping the balance over 
the right foot, make a big turning 
movement to the rear with the left 
foot and open up your body; bring 
the right tegatana to uke's forearm 
and redirect the power. 
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UNBALANCING YOUR PARTNER FROM KATATE- 
MOCHI (ONE-HAND GRASP) (WHEN YOU ARE BEING PULLED 1) 


Control the little-finger side of 
the hand and turn the elbow over 


‘This is the method of unbalancing your opponent when he 
has grabbed you in a position where his power is focused in 


his thumb. Because the power is centered in the thumb, | 


the little-finger side of his hand will naturally be weaker, 


and it will be easy to open up his elbow to the side, so that © 
is the direction we will go in order to control and unbal- | 


ance him. Here we show you how to continue into kokyi- 
nage (breath throw) after you have made the unbalancing 
movement. 


® From migi ai-hanmi kamae; uke grasps your left wrist 
with his right hand, and pulls in a straight line. 

@-@® Blend with the pulling power, and keeping the balance 
over the right foot, make a turning movement to the side with 
the left foot, changing the direction of the body, At the same 
time, turn the hand that is being held so that it is in a palm- 
down position, and bring it around in a circular movement 
along the left-side diagonal line. There should be the feeling 
of bringing uke’s palm around together with your wrist. 
Uke’s Position 

As your pulling power is redirected in a circular line around 
to the right, your elbow is pushed backward, and you are 
unbalanced along the rear right-side diagonal line. 

@-@ As you move forward with your right foot along the front 
right-side diagonal line, bring your left hand around in a cir- 
cular movement as though turning the elbow around from 
the outside, and raise your hand to head height. This move- 
ment is not done in a straight line—turn your body to the left. 
Raise your hand in such a way that the tegatana comes 
around the outside of uke’s wrist. 
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Uke's Position 

Because sh'te raises his hand, your elbow is also raised up, your 
shoulder is turned over, and you are unbalanced to your left. 

@®-~@ As you move forward in a big step with the left foot 
and bring your body into a deep posture, cut down with your 
hand in such a way that your elbow stays at the front, and you 
turn uke’s shoulder over and throw him. 


IMPORTANT POINTS 

@ This technique should be performed with no break in 
the flow of energy. 

@ At the time that you change the direction of power, 
maintain your own stable posture and do not become 
unbalanced. 


Raise the hand through correct use 
of the elbow 


If you use just your wrist to try to raise uke’s hand, 
you will find it difficult. Relax your wrist in the posi- 
tion that uke is holding it in, and raise your hand by 
keeping the wrist in your center and raising your 
elbow. As you raise your hand, your fingers will be 
pointing toward your head. 


Ina real application, if you use atemi at the same time 
as you unbalance uke, it becomes easy to move into 
the next stage of the technique, In addition, in apply- 
ing atemi we cause uke to block, and thus prevent 
him from using that hand to hit us. 
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(WHEN YOU ARE BEING PULLED 2) 


Cut your partner's elbow in to 
the inside 


This is the method of unbalancing your partner when he 
has grabbed you and focused his power into the little-fin- 


become weak. His energy is such that it is easy to turn his 
elbow in to the inside, so that is the direction in which we 


ger side of his hand, which has made his thumb side apply the lock, and thus we unbalance him. 


Change the direction of power by correct 
use of the hips 


If uke tries to pull you in a straight line, then his power is 
moving along line a. As you move forward without trying 
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@® From migi ai-hanmi kamae, uke grasps your left wrist 
with his right hand, and pulls in a straight line. 

@-@ Blending with the pulling power, bring your right foot 
up to uke'’s right foot so that they meet in a T-shape, and 
change the direction of your hips. Bring your balance 
strongly over the right foot and come into a low posture. At 
the same time, turn your left hand so that it is palm up and 
push it out at chest height. 


Uke's Position 
As the line of power is changed so that your hand comes into 
a palm-up position, your elbow is cut in to the inside 
(toward the hips) and you are unbalanced. 


to resist that pull, change the direction of your hips so 
that they are moving along line b. At the same time, extend 
your arm out along line c, turning the hand palm up. The 
line of power has now been changed to line d, and uke’s 
elbow has been brought in to the inside line. Make sure 
that you change the direction of the line of power by 
changing the direction of the hips, not merely by raising 
your hands to the side. Your hand has to stay in the center 
line of your body. 


UNBALANCING YOUR PARTNER FROM KATATE- 
MOCHI (ONE-HAND GRASP) (WHEN YOU ARE BEING PUSHED 1) 


Keeping the center over uke’s 
front foot, turn the power ina 
circular movement 


© From hidari gyaku-hanmi kamae, uke grasps your left 
wrist with his right hand, focusing his power into his thumb, 
and pushes in a straight line. 

@®-@® Blending with the pushing power, move to the left 
side with the left foot, and at the same time extend the left 
hand forward in a circular movement along the left front 
diagonal line, turning the hand so that the palm is face down. 
Do this movement in such a way that the palm of uke's hand 
does not get separated from your own wrist. 


This is a method of unbalancing your partner when he 
has grasped your hand, focusing his power in his thumb. 
When you are pulled, you use uke’s energy to unbalance 
him, but when you are pushed, you redirect the flow of 
energy. The control is applied in the direction of the weak 
point, the little finger. 


Uke’s Position 

Keep your focus on your front foot, where you already had 
your weight. As your pushing power is brought around in a 
circle to your right, your body is extended and unbalanced. 
®©-® Keeping your weight over your front foot, as you make 
a large turning movement with your right foot to the rear, 
bring your left hand up in a circular movement to head 
height, turning over Uke's elbow and shoulder. 
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(WHEN YOU ARE BEING PUSHED 2) 


© Using the turning movement of tai no henké ni, redi- 
rect uke’s pushing power. 

@-@ Having turned the palm of your hand up in a 
scooping movement during (1), now turn the hand so 
that the palm is face down, and release your hand between 
uke’s thumb and first finger. At the same time bring your 
right tegatana from underneath uke’s hand. 

@ At the moment that you release your hand from uke’s 
grasp, use the back of your right hand to redirect the 
energy. This control or technique should be done as one 
continuous movement as you are making the turn. 
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Moving the hand in order to 
release the grasp 


This is a method of redirecting the energy when uke 
has grabbed your hand and is pushing, focusing his 
power into the little-finger side of his hand. Here we 
will show you how to release your hand from the 
grasp by using tai no henkd ni. You would make the 
same movement with the hand if you were being pulled. 


UNBALANCING YOUR PARTNER FROM KATA- 
MOCHI (SHOULDER GRASP) 


From kata-mochi, as from katate-mochi, the direction in 
which you unbalance uke depends on which method he 


From a position where the back of uke’s 
grasping hand faces up 


@ From migi ai-hanmi kamae, uke turns his right hand so 
that the back of the hand is facing upward, and holds the 
front of the shoulder of your dégi (as though holding a piece 
of paper), and pulls. In this position, the power is focused in 
his thumb and first finger, so the control is directed to the lit- 
tle finger. 

Blending with the pulling power, move forward and to 
the left in a circular movement with the left foot, and at the 
same time extend forward in a circular movement with your 
left hand along the front left-side diagonal line, turning the 
hand over so that it is palm down. As you apply this control, 
the left shoulder moves so as to fix itself to uke’s fist. Make 
sure that your own front line is always facing toward uke. 


From a position where the palm of uke’s 
hand is turned inward 

@ From migi ai-hanmi kamae, uke turns the palm of his 
hand to the inside, grabs the front of the shoulder of your 
dogi by folding his fingers in starting from the little finger, 
and pulls. Uke’s power is focused into the little finger in this 
position, so the control will be applied against the thumb. 
Rest the inside of your forearm against the outside of uke's elbow. 


uses to hold you. Here we will show you how to bring 
your partner “up,” from a position where he is pulling you. 


O®|@|® 
® 


Uke’s Position 
As your pulling power is redirected, your elbow is pushed 
behind you so that you are unbalanced, and at the same time 
the movement of sh’te’s shoulder locks up your wrist. 

@ Using your right hand to fix uke’s fist to your shoulder, as 
you move forward and to the right raise your left hand up so 
that you slide uke’s elbow into the air. As you apply this con- 
trol together with the movement of the shoulder, the little-fin- 
ger side of uke’s hand that is holding you will be turned over, 
and his elbow will rise in the air. 


@-@ As you turn the toes of your right foot to the outside, 
move forward so that your foot meets uke’s front foot in a T- 
shape, and as you move your hips to the right, extend your 
hands forward and turn them palm up. As you apply this 
control move your left shoulder so that the direction of uke’s 
hand is changed and his elbow is turned inward. Your left 
hand moves in order to hold the position in place. Make 
sure that you do not use just your arm to give a push. 
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USHIRO WAZA HOJO DOSA 
PREPARATION MOVEMENTS FOR ATTACKS 


de 


M BEHIN 


We use the some preparatory movements for all attacks 
from behind. In this example, we show ushiro ryote-mochi 
(Two-Hand Grasp from Behind). 

@-@ From migi ai-hanmi kamae, uke attacks with sh6men- 
uchi. Sh’te turns his right hand up and blocks, at the some- 
time bringing his left hand back to the side of his body, ready 
for the next strike. 

® With the left fist, sh’te gives a punch into uke's solar 
plexus (stomach). 

As uke moves forward, he uses his hand to cut sh’te’s 
arm down and runs around behind sh’te’s back. 

® From his position behind sh’te’s back, uke grasps 
both wrists. (Shoulder, elbow, or collar grasp is done in 
the same way). 
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All of the above movements are part of the basic technique. In 
advanced techniques, we can use the action of uke running 
behind us as part of the technique. 


UNBALANCING YOUR PARTNER FROM USHIRO 
RYOTE-MOCHI (TWO-HAND GRASP FROM BEHIND) 


(WHEN YOU ARE Rene amc 


@® Uke grasps both of your wrists from behind, and 
pulls in a straight line, Your hands remain slightly in 
front of the side of your hips as they are held. If you 
allow your hands to get behind this line, you will lose to 
uke’s power. 

@ Blending with the pulling power, bring your left foot 
to the left side in a circular movement, and change the 
direction of your hips. At the same time drop your 
weight down, and drop down with your wrists, so that 
uke’s hands have only a light grip on your wrists. 

@-@® Raise both hands up in front of you in an ege- 


shaped movement, causing uke to “float.” Don't open 
your arms up too far to the side or try to turn your wrists 
over too quickly, 


Uke's Position 

Once you have been brought to the position where you 
cannot put any power into your hands, as sh’te raises his 
arms gradually come back to the position where you are 
holding his wrists in the palms of your hands, so that at 
the end of the movement, at the point where sh’te has 
raised his hands, you can again hold on strongly. 


Once you have completely “floated” uke, you can 
then change position and apply the throw. Cut 
down in a circular movement with both hands so 
that your thumbs are pointing downward. 
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UNBALANCING YOUR PARTNER FROM USHIRO 


RYOTE-MOCHI (TWo-HAND GRASP FROM BEHIND) 
(WHEN YOU ARE BEING PUSHED) 


© Uke attacks from the, rear, grasping both wrists and push- 
ing, Keep both of your hands slightly in front of the hips. 

@-@ Blending with the pushing power, as you move for- 
ward with the right foot, allow the hips to sink down and 
drop both wrists down, Make sure that you don’t just pull 
forward on your own, so that you become separated from uke. 


Uke’s Position 

As your pushing power is taken forward, you come to a posi- 
tion—in the same way as in pulling—where you cannot put 
any power into your hands, 

@-~©@ Starting with the fingers, raise both hands in the air in 
front of your body in an egg-shaped movement, so that uke’s 
elbows are “floating.” 


UNBALANCING YOUR PARTNER FROM USHIRO 
RYOKATA-MOCHI (BoTH-SHOULDER GRASP FROM BEHIND) 


(WHEN YOU ARE BEING 


% 


(When you are being pulled) 


@ Uke comes from behind and grasps your shoulders in a 
finger grip, and pulls. 

@-@ Blending with the pulling energy and keeping the bal- 
ance over the right foot, pull your left foot back and to the 
left in a circular movement and change the direction of your 
body. At the same time, turning your hands over so that the 
palms face outward, turn your elbows over in a small move- 


(When you are being pushed) 
@ Uke comes from behind and grasps your shoulders in a 
finger-grip, and pushes. 

@-©@ Blending with the pushing power, as you move for- 
ward with the right foot, turn both elbows forward. In the 
same way as when you were pulled, don’t allow them to get 
behind you, but keep both elbows by the side of your body 
and then turn them. Your hands should move from a palm-in 


PULLED) 


We ek a 


ment. By combining this control with the movement of the 
shoulder you can change the line of power of uke’s pull, and 
come to a position where Uke is “riding” on top of your shoulders. 
Uke’s Position 

Because of the movement of sh’te’s shoulders, your hands 
are turned to the inside, and so the pulling power that was 
going upward has now been redirected downward. 


position to a palm-out position. By use of this control, your 
shoulders become narrower as you move forward, and Uke’s 
elbows are raised up. 

Uke's Position 

As your pushing power is taken forward, you are unbalanced 
to the front and your elbows are raised up, so that the line of the 
original pushing power is changed from upward to downward. 
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UNBALANCING YOUR PARTNER FROM USHIRO 
RYOHIJI-MOCHI (BOTH-ELBOW GRASP FROM BEHIND) 


(When you are being pulled) 


© Uke attacks from behind, grasping your elbows in a fin- 
gergrip, and pulls. 

@-@ Blending with the pulling power, turn your hands 
from a palm-in position to a palm-out position. At the same 
time turn your body slightly to the right, and pull the front 
foot in. Bring your elbows into strong contact with uke’s 
palms, and move your energy right through to uke’s elbows. 


Uke's Position 

As sh’te turns his elbows over in a circular movement, your 
pulling power is redirected and sh’te’s power comes into 
your elbows: your elbows are raised up, you are extended 
onto your toes and become unbalanced. 


(When you are being pushed) 


© Uke attacks from behind, grasping your elbows in a fin- 
gergrip, and pushes. 

@-@ Blending with the pushing power, move forward with 
the right foot and turn your elbows over to the front. Your 
elbows should be slightly further in front of you than in the 


pulling position. 
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Uke's Position 

As sh’te turns his elbows over your pushing power is taken 
forward: your hands are pointing inward, your elbows are 
brought up, and as you “float” you are unbalanced. 


Everyone, 
You may think “How should this technique be done,” “How should that technique be done,” 
But the thing to remember is, although there are many techniques, 
You must grasp the principles that underlie them. 
It comes down to shifting your balance quickly, 
Moving your hands, feet, and hips as one. 
The basis of it is shibo-nage. 
As Ueshiba Sensei said, “To throw to the four directions, this is the essence of aikido. 
Therefore, shibd-nage on its own, if performed correctly, is sufficient.” 
This is what he taught. 


— Gozo Shioda Sayings (Ill) — 


WHAT DO WE LEARN FROM BASIC TECHNIQUE 


TRAINING? 


Basic techniques teach us to redirect uke's attacking For example, let us have a look at shomen-tsuki kote- 
power, to unbalance uke by maintaining the flow of energy _gaeshi ni (front punch; return-the-wrist throw II). 
without interruption, and they build in us the ability to 
perform the more advanced techniques. 


@-® As you make a blending block with uke’s shémen- 
tsuki, turn your body and then move forward. In this way, 
you can lead the power of uke’s punch and unbalance him 
forward. : 

@ Before uke can regain his balance, keep your weight over 
your front foot and make a turn to the rear, at the same time 
turning uke’s hand over in the kotegaeshi position. Uke will 
again be brought forward by the movement. 

@®-@ As you make another turn in the same direction, cut 
down with the right wrist and make the throw. 


As you will understand by looking at the above technique, 
once you have unbalanced your partner, you can lead him 
around without allowing him to regain his balance, and 
then you can apply the technique. That is why we do 


70 


repeated training of these body movements, until they are 
fixed deep in the body, in order that we can then perform 
the basic techniques. 


However, if you just monotonously repeat the movements, 
so that actually you are making up your own body move- 
ments, there is no meaning to the training in basic tech- 
niques. We must be ever-faithful to the basic movements, 
training with the objective of understanding how to lead 
the energy in the correct direction and how to develop 
correct power in our own bodies. 


SHIHO-NAGE 


FOUR-DIRECTION THROW 


In shih6-nage, by making a circular movement with your 
own body, you fold your partner's arm over his shoulder 
and, as though cutting downward with a sword, throw 
him to the rear. 


Depending on uke’s attack and the way you use your 
body, you can throw uke to any of the four (or eight) 
directions, which is how this technique got its name. 


In order to be able to throw uke to any of the four direc- 
tions, blend with his energy and without stopping that 
extension lead him to the direction in which you intend to 


Containing the basics of all of the throwing techniques 


throw him, coming to the point at which his body is both 
extended and cut down. Because this body movement 
contains all of the basic principles of aikido, shih6-nage 
can be seen as expressing the root of all of the aikido 
throwing techniques, and as such is given extreme impor- 
tance in training. 

Since the attacker's elbow and shoulder are locked out as 
he is thrown, shih6-nage is very effective as a self-defense 
technique. 


Use against multiple attackers 

Because with this technique you can throw in any direc- 
tion, it is particularly effective against multiple attackers. 
For example, if you were to throw the first attacker in the 
direction of the second attacker who was coming toward 
you, you could use him as a screen to block that attack. 


KATATE-MOCHI SHIHO-NAGE ICHI 
ONE-HAND GRASP; FOUR-DIRECTION THROW | 


you cause uke’s body to “float.” 


@-® From migi ai-hanmi kamae, uke grabs your left wrist 
and pulls in a straight line. You strike with a right-handed 
back-fist atemi to uke's face. 

@-® Harmonizing with the pulling power, advance your 
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METHOD OF GRASPING T 


By locking out his wrist and elbow, 


HE WRIST _ 


» 


right foot along the forward diagonal, extend left hand in a 
circular movement with the palm down directly in front of 
your body, and with your right hand hold uke’s right wrist. 

@-©@ As your left foot comes forward in a big movement, 


both hands cut up in a circular movement to forehead 
height, and the front knee is focused strongly forward. 


Uke's Position 
Because of the control being exerted by sh’te’s left hand, by 
the completion of the first movement (©, your right wrist is 
bent back so that the elbow is extended (straightened), and 
your body is “floating.” 

At the completion of the second movement ®, because of 
sh’te’s upward cutting action, your elbow is bent inward and 


your body is extended forward. 
@~4® Change direction and shift the balance of the body in 
the same way as in shiimatsu désa. Cut down with both hands 
to chest level, cutting uke’s hand down over his shoulder 
blade, As you change direction pull the back (left) foot for- 
ward. Hold uke’s wrist from the inside, and straighten your 
own wrist so that the first finger is pointed forward. Without 
losing the extension of the elbow, be slightly relaxed as you 
maintain your hold. Keep your left hand in the lower position. 


Uke's Position 

Because your body starts from an extended position, it is not 
possible to stand up as your arm is bent back, and you have 
to take a step backwards to maintain balance. 

(®-@ As you move forward from the front foot, drop your 
body down and throw uke to the rear. Drop forward with 
your whole body, keeping your arm fixed in its position— 
rather than pulling in with your arm—to unbalance uke. As 
uke falls, bring your right hand down beside your right ankle. 
49 Bring your weight strongly over your right foot and as you 
lock uke's wrist down, raise your left hand and strike to his 
face with tegatana. 

IMPORTANT POINTS 

@ To lead uke to the point at which you can fold his arm 
over and back, you must focus on his shoulder when you 
move his arm. 

@ After you have changed direction and shifted your bal- 
ance @, if the hand that is cutting down (the one hold- 
ing uke’s wrist) is higher than chest height, you will not 
take uke far enough back to break his balance. 

@ Hold both hands normally in the front of the body. 

© The last strike with tegatana should be made with the 
some spirit as a samurai on the battlefield finishing off 
his enemy. Uke uses his left hand to protect the face. 
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The hand that is pulled cuts through 
uke’s hara (center) 


Changing the Dieetios of Power 


Pull your little finger into uke’s wrist, and have your 
thumb lying against his pulse. 

(Changing the Direction of Power) 

‘The hand that is pulled cuts through uke’s hara (center). 


@ In katate-mochi shih6-nage, turn uke’s wrist with the first 
movement. As you move forward with your whole body, the 
back of your left hand makes firm contact with uke’s palm, so 
that there is no gap between the two hands, 


Method of grasping 
the wrist 


Bring your right hand up so 
that it crosses over your left 
hand, and grasp uke's wrist. 


How to fold the arm over 


In turning uke’s arm over, you must have the feeling of 
cutting down with a sword, as you change stance and shift 
your balance. 


@® Once you have raised your hands, make sure that uke’s 
body is extended. 

@ Itis important that, as you change direction, both of your 
hands are held naturally in front of your head. This will 
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® Harmonizing with the pulling power, move to the front 
right-side diagonal and turn the left wrist over so it is palm 
down; at the same time the tegatana makes an arc, in order 
to apply the control. The feeling is of tegatana cutting hori- 
zontally through uke’s hara. If it is done correctly, uke’s 
hand will be bent back, and it will be as though he is being 
carried along on your hand. 

@ As you move forward in this position, uke’s elbow is 
extended and his shoulder is pushed up, so that he “floats.” 


COMMON MISTAKE 
Don’t come to a position where you are 
underneath uke’s hand. Both when you raise 
uke’s hand and when you cut down, have 
the feeling of raising and cutting down with 


ensure that when uke’s arm is bent, his elbow is folded 
inward, and he is not able to regain balance. With the move- 
ment of your left hand you can change the direction of uke’s 


arm. 
@-@ Cut down by extending your arm in front of you. Don’t 
cut down only on uke’s elbow; by focusing on his shoulder 
as you move behind him, you take his arm and the whole of 


his body with you. 


KATATE-MOCHI SHIHO-NAGE NI 
ONE-HAND GRASP; FOUR-DIRECTION THROW II 


Change the line of the pushing 
power, and bring the elbow inward 


© From hidari gyaku-hanmi kamae, uke grabs your left 
hand and pushes. You strike to uke’s face with a right- 
handed back-fist atemi. 

@-© Pivoting on the left foot, make a 180-degree turn to 
the rear. At the same time, blending with uke’s pushing 
power, bring your left hand up in a circular movement to 
head height, and with your right hand grasp uke’s wrist in 
the same way as in katate-mochi shihd-nage ichi. 

©-@ As you shift your balance and change the direction of 
your body, pull your back (left) leg further forward bend uke’s 
arm over his shoulder blade. The right hand is at chest height. 
@-© As the right leg goes forward, drop the whole body 
down and throw uke to the rear. The left tegatana then cuts 
down to uke’s face. 


IMPORTANT POINT 

@ At the same time as you are making the turning move- 
ment and raising your hands, his elbow is bent inward, 
and his whole body becomes extended. 
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YOKOMEN-UCHI SHIHO-NAGE ICHI 
SIDE STRIKE TO THE HEAD; FOUR-DIRECTION 
THROW | 
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Control uke’s palm and raise 
your hands. 


@-® From migi ai-hanmi kamae uke raises his hands ready to 
strike, and you raise your own hands at the same time. 

@-© Pivoting on the front (right) foot, make a large turn- 
ing movement to the rear. Enter inside uke's yokomen-uchi, 
and block smoothly. The left hand blocks and cuts down to 
chest height, the right hand gives a back-fist atemi to the face. 
As the front (right) foot opens up along the right- 
handed front diagonal, slide your left hand down until it 
reaches the bone just above uke’s thumb. Your right hand 
holds onto the back of uke’s right hand from over the top, 
with the thumb lying over uke’s wrist as though taking his pulse. 
@ As the left foot moves in a big step forward, slightly on the 
left-hand front diagonal, in a circular movement bring the 


hand that you are holding up to head height. 

@-~4® As you shift balance and change the direction of your 
body, with a movement as though cutting down with a sword, cut 
down with uke's arm so that it comes over his shoulder blade. 
@-@ As you step forward with your right foot, drop your 
body down and throw uke to the rear. 

9 Finish the technique by striking down with the left tegatana. 


IMPORTANT POINTS 

@ In ©, bring your hands up so that uke’s palm is facing 
toward you. By doing this you ensure that the elbow will be 
facing inward, and you will be able to take away his balance. 
@ The movements in pictures ©-® should make a V- 
shape when progressing forward and to the side. 

@ When making a turning movement, make sure that your 
balance doesn’t go backwards. Similarly, when moving to 
the side, make sure that your balance is firmly over the 
front foot. 


HANMI-HANDACHI RYOTE-MOCHI SHIHO-NAGE 
ONE SITTING, ONE STANDING; TWO-HAND 
GRASP; FOUR-DIRECTION THROW 

® iE ia i 


: 2) 
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Changing from high to low, cut 
down the arm 

This technique does not have I, II classification 

® You are in seiza. Uke approaches from the front, grasps 
both of your wrists, and attempts to pull them up. 

@-@ Blending with the pulling energy, bring the left knee 
up, advancing one-third of the length between uke’s feet, and 
pull the right knee forward. At the same time make a hori- 
zontal cutting movement with the left hand, as in katate-mochi 
shih6-nage ichi. With the right hand grasp uke’s right wrist. 
@-~® Continue to move forward with the left foot (advanc- 
ing the same distance as in the first movement) and stand up, 
bringing the back foot in so that the feet are in kamae. Keep- 


ing the hands in the same position, raise them to head height. 
Pivoting on the left foot, slide the right foot behind you, 
changing direction; at the same time drop your body lower 
and cut uke’s arm over his shoulder blade. 

@-4® Moving forward with the right leg, drop your body 
and throw uke to the rear. 

@-4@® Keeping your balance strongly over the right foot, 
continue to cut down on uke’s arm. With the left tegatana, 
strike down to uke's face. 


IMPORTANT POINT 
@ To cut down uke’s arm, use the power that comes when 


you drop from the standing position to the final kneeling 
position. 
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SHOMEN-UCHI SHIHO-NAGE KUZUSHI 
FRONT STRIKE; FOUR-DIRECTION THROW 
EXTENSION (PRACTICAL APPLICATION) 


il 


Change direction without chang- 
ing your balance 


@-@ As uke attacks with shOmen-uchi, raise your hand 
high so that your and uke’s tegatana meet. 

@-@ Keeping the balance over the right foot as you make a 
big turning movement to the rear, come to the inside of uke’s 
strike and make a smooth block. 

The right foot opens up onto the right-side diagonal, 
and the left foot steps in. Bring the left hand to the bone just 
above uke’s thumb, and grasp uke’s wrist with your right 
hand. At the same time, as you raise both hands, pivot on the 
right foot and change the direction of your body. (Do not 
allow the weight to transfer to the left foot as you pivot.) 


@~{0 As you make a big step forward with the right foot, cut 
down to the front with your right hand, and throw uke. 


IMPORTANT POINT 

@ © As your body opens up to the side, move forward so 
that your hands (holding uke’s wrist) make a big arc in 
front of your hara. You will thus be able to lead uke’s power 
in a spiral, and you will be able to use the spiralling move- 
ment to raise your hands. 


IKKAJO 
FIRST CONTROL 


Bring uke to a prone position 
by turning over his elbow 


Ikkajo is a technique in which by turning over your part- 
ner’s elbow you are able to bring him to a prone position. 
This ikkajd movement is the basic method of turning the 
elbow over as used in other techniques from nikaj6 onward, 
Taking uke to the ground and applying pressure by push- 
ing down on his elbow is called the ikkajé pin. 
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Beginners find it difficult to apply pressure directly down- 
ward from a seiza position, but it is only through tech- 
niques such as this that the true power of aikido, i.e., 
using the focused power of the whole body, can be learned. 
Just as it might be said that bud6 in its highest form can 
be found in the basics, so it could be said that ikkajo is 
the most basic of techniques and also the most difficult. 


If we turn uke’s elbow over and throw him instead of tak- 
ing him to the ground, the technique becomes ikkaj6-nage. 


THE MECHANICS OF THE IKKAJO PIN 


SIDE-VIEW 


FRONT-VIEW 


Open out uke’s arm to at least 
90 degrees 


Having brought uke to the prone position, open out 
his arm so that it is at least 90 degrees to the spine. 
That makes it difficult for him to put power into his 
arm, and his resistance is decreased. Of course, his 
elbow must be completely turned over. 


Dropping the weight of the 
whole body, make the pin 
(Preparatory Position) Once you have brought 


uke to the prone position, bring your knees down so 
that one knee is on the inside of the hand that is gripping 
uke’s wrist, and one knee is inside his armpit. Be on your 
toes. Using this control, stretch uke's arm completely. 


(Pinning Technique) Bring the palm of your hand 
over the top of uke’s elbow, as though enveloping it 
up. Straighten your back, breathe out deeply, and with 
a feeling of pushing your lower stomach into the mat, 
drop the whole of your body down, allowing the 
weight to come into uke’s elbow. Allow the weight to 
come directly into his arm, but also allow the power 
to flow right through to his fingertips. Don’t bend your 
elbow or drop your head. 


Straining with your upper body will cause 
your hips to “float” 


It is easy to bend your back and use your shoulders in 
an attempt to push all of your weight into your part- 
ners elbow if you do not understand the feeling of 
“applying the lock by using your hips.” The effort, by 
straining with your upper body, will cause your hips 
to float and for you to lean over. The result is power 
not being transferred into your partner. In this con- 
nection, you should not apply your power to one point 
in the elbow; rather, control your energy so that it pen- 
etrates into the elbow. 


COMMON MISTAKE 


SHOMEN-UCHI IKKAJO OSAE ICHI 
FRONT STRIKE; FIRST CONTROL | 


Change the direction of the energy 
and turn the shoulder over 


@-@ From migi ai-hanmi kamae, you (sh’te) attack with 
shdmen-uchi. The purpose of this strike is to cause uke to 
block. As uke blocks, grasp under his elbow with your left hand. 

@-@ As your right foot goes forward on the front right- 
hand diagonal, use your right tegatana to cut down in a cir- 
cular movement. The left hand assists in this movement as it 
turns uke's elbow over. With your balance centered strongly 
over your front,(right) foot, you will control uke’s elbow and 
shoulder. As you cut down with the right hand, grasp uke’s 
wrist. (Do not grasp the wrist at the beginning of the movement.) 


Uke's Position 

As the power in your blocking arm is redirected, the elbow 
and shoulder are turned over in a big movement. At the same 
time, your body is turned around. 

@-@® Your left foot advances along the front left-side diago- 
nal, and you unbalance uke to the left, as though pushing his 
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arm through the shoulder. In this position your body should 
be in a low posture. 

@-4 As your right foot advances, move the left knee into 
uke’s armpit, and bring uke to a completely prone position. 
@® Lower your right knee, and pin the elbow. 


COMMON MISTAKE 
If you try simply to twist uke’s arm, his shoulder will be 
unaffected and you will not be able to turn his body 
around. The basic principle of this technique is to pro- 
ject the technique into the shoulder and control uke at 
the moment he strikes. 


How to change the direction of the power 


Uke 


Ria 


At the moment the 
arms come together, 
the power of both sides 
is coming straight on 
and therefore they 
clash. If you turn your 
tegatana to the outside 
and at the same time 
change the direction 
of your body and move 
forward, the power 
which is coming from 
uke will be taken over 
by this circular move- 
ment and will be redi- 
rected. Uke's elbow will 
also be tumed over. 


SHOMEN-UCHI IKKAJO OSAE NI 
FRONT STRIKE; FIRST CONTROL II 


Leading the other person around 
in a spiral 

@-@ Come to hidari gyaku-hanmi kamae. When uke 
strikes with shmen-uchi, block with your right tegatana and 
with your left hand grasp his elbow. 

@-® As you turn uke’s hand smoothly to the right and turn 
his elbow over, pivot on the toes of the left foot and make a 


180-degree turn to the rear. As you are making the turn, 
lower your posture, and make sure that uke's elbow is in 
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front of you, so that the distance between you doesn’t 
change. Without having the feeling of pulling, you should be 
using both arms on the same line as the hips are turning, the 
upper and the lower body moving as one. Your body should 
not come to a twisted position. Once you have moved uke far 
enough around, grasp his wrist. 

@®-@® When you have made the 180-degree turn, transfer 
your weight from the left foot to the right foot in the same 
way as in hiriki no yOsei ni. Drop the body and pull the left 
foot into uke’s armpit. This changing of balance causes uke’s 


Redirecting the flow of the 
attacking energy 


@® When you receive the front strike, the power is still 
coming straight at you. 

@® As you change the direction of your body and turn your 
right tegatana over, you redirect uke’s power to the right. 
@® As you come around in the circular movement, uke's 
elbow will turn over. 


body to accelerate and together with the turning movement 
rolls him over. Both your hands should be using equal 
strength, without any feeling of pushing uke’s elbow or 
pulling in on his wrist. As you complete the turn bring your 
left knee to the mat. The steps from @ to @ all happen in 
one movement, and lead uke around in a spiral. 


Uke’s Position 

The power from sh6men-uchi is directed around to the left, 
your elbow and shoulder are turned over, and you are pulled 
around in the circular movement. 

@ Lower your right knee and pin uke’s elbow. 


87 


SUWARI WAZA KATATE-MOCHI IKKAJO 
OSAE ICHI / KNEELING TECHNIQUE: ONE- 
HAND GRASP; FIRST CONTROL | 


By manipulating your own elbow, turn over uke’s elbow 


@-@ Come together and kneel in seiza. Uke holds your left 
wrist with his right hand and pulls in a straight line. Blending 
with the pulling energy, move across to the left and, keeping 
the left hand in a palm-down position, extend it out to the 
front left-side diagonal, changing the direction of the pulling 
power and unbalancing uke. At the same time, make a back- 
handed atemi to his face with your right hand. 

@ Using shikk6 (knee walking), move sightly forward along 
the right-side front diagonal. Maintaining uke’s hold, bring 
your left hand up in a circular movement in front of your 
face. With your right hand, hold onto the back of uke’s right 
hand, fixing it to your left hand. 

As you take a big step with your right knee along the 
front right-side diagonal using shikk6, cut your left tegatana 


down in a circular movement as though pushing uke’s elbow 
in front of you, causing uke to be unbalanced, 

@® As you take another small step forward with your right 
knee, free your left hand by pushing the left wrist forward, 
releasing it from uke's hand. It is possible to cut uke's hand 
too far forward, so to prevent this keep a good grip with your 
right hand. 

@-©@ As your left hand slides down to uke’s elbow, in the 
same way as in the standing technique move forward with the 
left knee and then the right knee in the direction of uke’s left 
armpit, bringing uke to a completely prone position. The left 
knee is in uke’s armpit, and the right knee is to the inside of 
your own right hand which is holding uke’s wrist. Keeping 
his wrist fixed, pin the elbow. 


Sh’'te's tegatana attacks the point at which 
uke's thumb is attached to his hand 
The tegatana turns inside the hand that is holding it, 


and attacks the point at which the thumb ‘is attached 
to the hand. 


Ikkajo lock on the wrist 


Apply the lock as though bringing together the index 
fingers of both hands in a triangular position. When 
you bring uke to the mat, make sure that his wrist is 
turned strongly to the front. 
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KATA-MOCHI IKKAJO OSAE NI 


L! 


SHOULDER 
A anid 


By controlling the shoulder, turn 
the elbow over 


@-~@® From hidari gyaku-hanmi kamae, uke grasps your left 
shoulder and pushes. As you move away to the left side, bring 
your left hand round in a circle to the front-left side diago- 
nal, keeping the hand palm down, redirecting the line of 
power and unbalancing uke. (Uke’s knuckles should now be 
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RASP; FIRST CONTRO 


hig 


Pity 


fixed to your shoulder.) At the same time, make a back- 
handed atemi to his face with your right hand. 

@-@ Bring your right hand over uke’s right hand and fix it 
to your shoulder. Pivoting on the left foot, make a 45-degree 
turn to the rear and slide your left arm up raising uke’s 
elbow in‘the air. At the same time use the movement of your 
left shoulder to turn uke’s hand over. Do not use your left 
hand to push the elbow up. The left shoulder, which controls 
the wrist and turns it over, causes the elbow to “float,” 


@-4 With a feeling as though you are pushing the elbow 
forward in front of you, pivot on your left foot and make a 
180-degree turn, and then shift your balance, cutting down 
with the left tegatana in a spiral movement, bringing uke to a 
prone position, Again it is the movement of your left shoul- 
der that turns over uke’s grasping hand, together with the cut- 
ting down of your hand. Don’t use the strength of your arms to 
try to merely push uke’s hand away. 

® Release uke’s hand from your shoulder, drop your right 
knee, fix uke’s hand, and pin the elbow. 


Fixing uke’s hand to your shoulder 

The purpose of fixing uke’s hand to your shoulder is so 
that the shoulder/hand can act as a fulcrum in turning the 
elbow over. This fulcrum should not change until the end 
of the movement. From this position, by correct usage of 
your own shoulder, you can turn uke’s hand over while 
keeping your thumb underneath, causing his elbow to 
“float.” (Pictures @-@). 
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USHIRO RYOTE-MOCHI IKKAJO OSAE ICHI 


Turn uke’s elbow over by con- 
trolling his upper and lower body 


@®-©® he entry into this position is explained in ‘Preparation 
Movements’. Change the direction of the power pulling on 
both wrists from behind. Raise both hands in a circular 
movement as though in the shape of an egg, causing Uke’s 
elbows to rise up. 

@®-© Keep the left foot still, and pull the right foot back in a 
180-degree turn, bringing the body to a low posture and 
dropping the hands, with the thumbs pointed downward, to 
in front of the chest. The feeling is of dropping the whole 
weight of the body directly over the left foot. If in this posi- 
tion the weight of your body goes backward, pulling uke into 
you, you will not be able to unbalance him in a forward 
direction. Also make sure that you make a big turn so that 
you are not standing on a parallel line with uke. 
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ii A 


Uke’s Position 

From the raised position of ©, your power goes from high to 
low. As your wrist is being dropped to the front right-side 
diagonal, you make a big movement forward and your left 
shoulder is turned over. 

@ Keeping the hips at the same height, bring the right foot 
up behind the left foot and grasp uke’s left elbow from below 
with your right hand. Maintain your left hand in its position 
so that it does not move—this will keep uke in an off-bal- 
ance position. 

As the left foot takes a big step forward, make a 
scooping motion with your left hand so that you end up hold- 
ing uke’s wrist, and at the same time cut down with your 
right hand. 

@-@ As the right foot and then the left foot move forward 
through the direction of uke’s armpit, bring uke to a prone 
position, fix the wrist to the ground, and pin the elbow. 


TWO-HAND GRASP FROM BEHIND; FIRST 
CONTROL 


USHIRO KATATE-ERI-MOCHI IKKAJO OSAE NI 


As you turn, pull uke forward and around 


©~® Uke grabs your left wrist and the back of your collar 
from behind, and pushes. Blending with that power as you 
come forward, move away along the line of the push, and 
raise both hands in the air in the shape of an egg. 

@-© Pivoting on the right foot, turn the left foot 180 
degrees around so that you are standing 45 degrees to the 
right in front of uke. Turn your left hand around inside uke’s 
gripping hand, so that your tegatana is facing forward. Make 
sure that the balance is over the right foot. As you change 
direction, give a strike with the right fist to uke’s armpit. The 
purpose of this strike is to make uke release his right hand 
from the grip it has behind your collar. 
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Uke's Position 

As a result of sh’te’s turn, your right hand, which is gripping 
his collar from behind, will be stretched out, and your left 
elbow will be turned over. Your body should be twisted 
around forward and to the right. 

@-@® With your right hand hold onto uke's elbow, and 
extend your left tegatana around to the left. Pivoting on the 
right foot, make a 180-degree turn and then shift the balance 
(as in hiriki no yosei ni), bring uke to a prone position, and 
pin the elbow. 


WRIST AND COLLAR GRASP FROM BEHIND; 
OL Il 
arene 


NW 


NIKAJO 
SECOND CONTROL 


Turn the wrist over and drop 
uke’s body to the ground 


Nikaj@ is the technique whereby we turn uke’s palm in the —_maintain that position as you cut down. This will ensure 
direction of the outside of his elbow, then cut down so __ that uke’s power is locked in his wrist, elbow, and shoul- 
that we destroy his posture. It is not a matter of merely _ der, and as a result his body will drop down. Do not waste 
twisting uke’s wrist, you have to apply the technique so your power by merely turning uke’s wrist around; it is 
that his whole body sinks down. To achieve this, make important to understand the correct angle and line in 
both his wrist joint and his elbow joint into a V-shape and _ order to unbalance uke. 


Uke's tegatana should be vertical 


If the position of uke’s hand is not correct before you cut 
down, nikajé will not be effective. As in the picture, your 
right palm is attached firmly to the back of uke’s hand, 
and your little finger is locked over his wrist. Your left 
hand is gripping the wrist lightly. Make sure that uke’s 
tegatana is standing vertically, in front of your own center 
line, as if uke’s hand was a sword that you were holding, f 
Your tegatana should be turned toward uke’s center line. | 

If at this time you relax your hold on uke’s hand, you will 
not be able to bend his wrist when the time comes to cut 
down. 


Cut down straight, without 
twisting 

Putting the lock on while holding with both hands 
@ As you turn over uke’s wrist and fix it in position, you 
must be in a position along Uke’s front diagonal line. If 
you stand directly in front, you will not be able to bend 
the elbow sufficiently as you turn it over. 

@ As you move forward from the front leg, cut the wrist 
down as though cutting through Uke's center line. As you 
do this make sure that you don’t change the distance 
between the hand that you are holding and your own 
body. Keeping the upper body fixed in the same posture, 
move forward by focusing on pushing with your hips. 


Bring the palm of uke’s hand 
face up, and lock his shoulder 
‘The method of locking the arm once you have brought uke 
to a prone position is common to all nikajd osae techniques. 


© Having fixed the wrist in second control position, bring 
uke to a prone position. 

@ Fix uke's elbow with your left hand. As you bring your 
right foot around to uke’s foot, and your left foot under your 


Also, make sure that you don’t twist the wrist, otherwise 
the direction of the power will be wrong, and you will not 
be able to use the power that you develop by moving for- 
ward. Once you have brought the wrist into the second 
control position, maintain that shape right until the end. 

@ Using the energy that you develop as you move forward, 
maintain the relationship as uke’s body begins to sink 
down. Keep on the center line as you cut the wrist down 
to below your chest height, and have the feeling of moving 
along the line of uke’s unbalance. You should have the 
feeling of cutting Uke’s little finger down toward his nose. 


COMMON MISTAKES 
@ Pulling uke’s wrist toward-you or, alternatively, 
© Pushing uke’s hand away from you. 


hips so that you are looking across uke’s shoulders, without 
changing the position of uke’s shoulder, bring his arm 
around in the direction of his head, and bring the back of his 
hand to the inside of your left elbow. 

@ With the inside of your left elbow grip uke's wrist with a 
scooping motion, and hold on to the front of your dégi. 

@ Bring up your right hand and fix it just below uke’s elbow. 

® Cut your hips down toward uke’s head, and lock his 
shoulder. 


KATATE-MOCHI; NIKAJO OSAE ICHI 
ONE-HAND GRASP; SECOND CONTROL | 


@® Come to the position where you have locked uke’s wrist nal and cut uke’s wrist forward again, his elbow and shoul- 
in nikajo. As you move forward from here it is important not —_ der will turn over. Make sure that you do not twist his wrist 


to grasp his elbow. around to the right. Your left hand slides naturally down to 
@-@ As you move forward along the front right-side diago- _the elbow and keeps the elbow and shoulder in position. 
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Take the correct position by 
moving to the side 


® From migi ai-hanmi kamae, uke grasps your left hand 
with his right hand, and pulls. 

@ Blending with the power of the pull, pivot on the right foot, 
and bring your left foot around in a circular movement to the 
side. Your left hand comes around and forward in a circular 
movement, with the palm face down and held at hip height, 
‘By changing the direction of the pulling power you will 
unbalance uke. At the same time give a back-fist atemi with 
the right hand. 

@-@ As you move slightly to the right with the front foot, 
scoop up uke's wrist between the thumb and forefinger of 
your left hand, and in a circular movement raise your hands 
in front of your face, Hold uke’s right hand in nikaj6 position. 
You should be standing on uke’s front right-side diagonal, 


with uke’s center line directly in front of you. 

®©~® As your front foot moves forward, and you cut down 
uke’s wrist toward his center, apply nikajé. 

@ As you take one more big step with the front foot along 
your front right-side diagonal, apply pressure forward with 
the right hand and turn uke’s elbow over. The left hand 
slides down to the elbow as you move forward, holding on in 
the same way as in ikkajé. 

@-~4) In the same manner as in ikkajé, bring the left foot 
and then the right foot forward in a big step through the 
direction of uke’s armpit, and bring your left knee to the 
mat, bringing uke to a completely prone position. 

@ Turning around uke’s shoulder blade, change hands and 
apply the lock to the shoulder. 


KATATE-MOCHI NIKAJO OSAE NI 
ONE-HAND GRASP; SECOND CONTROL Il 


Turning the wrist over in front 
of you, lead uke ina circle 


From hidari gyaku-hanmi kamae, uke grasps your right hand 
and pushes. Blend with the pushing power and move to the left 
from the front foot, bringing the left hand around in a circle, 
so that you move away from the line of the power, and unbal- 
ance uke. At the same time give a right-handed back-fist 
atemi to the face, 

@ Pivoting on the front foot, make a 45-degree turn to the 
rear, and bring uke’s wrist up in a scooping circular moye- 
ment between your thumb and forefinger. Hold uke’s hand 
in nikajé position in front of your face. You should be stand- 
ing on uke’s front right-side diagonal, with uke's center line 
directly in front of you. 

@ As your front foot moves forward and you cut down uke’s 
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wrist toward his center, apply nikajé. 

®~® As the right hand continues to cut forward, and at the 
same time as uke’s elbow and shoulder are turned over, 
pivot on the left foot and make a 180-degree turn to the rear. 
Without pulling uke’s hand to the right, turn his elbow and 
shoulder over so that his body “floats,” and lead him around 
in the turning movement. Make sure that uke’s elbow always 
remains directly in front of you. The left hand slides down to 
the elbow as you are making the turn. 

@-® Without interrupting the momentum of the turning 
movement, transfer your weight from your left foot to your 
right foot in the same way as in hiriki no ydsei ni, and lower 
your hips. With the spiral shape of the turning movements, 
bring uke around and to a prone position. 

@—@) Turn around Uke's shoulder blade, change both 
hands, and fix the shoulder, and apply the lock. 


KATA-MOCHI NIKAJO OSAE NI 
SHOULDER GRASP; SECOND CONTROL Il 


Apply the lock by pushing out 
the shoulder 


@-© From hidari gyaku-hanmi kamae, uke grips the shoul- 
der of your dégi, keeping the back of the hand uppermost, 
and pushes. Blending with the pushing energy, move side- 
ways to the left from the front foot, changing the line of the 
power, and bring uke off-balance. At the same time, make a 
right-handed atemi with the back of the fist to uke’s face. 

@ Bring your right hand over the back of uke’s left hand and 
grasp it, fixing the hand to your shoulder. 

® Pivoting on the left foot, make a 45-degree turn to the 
rear and use the inside of your left hand to slide uke’s elbow 
up into the air. Together with this movement, use your shoul- 
der to bring uke's hand into the nikaj6 position. You should 


be standing on uke’s front right-side diagonal, with uke's 
center line directly in front of you. 

As you go forward with the left foot, slide the left hand 
down to uke's wrist, and push out your shoulder in order to 
bring on the nikajd lock. Do not use your hands to drop 
uke’s hand down, but use your shoulder right until the end 
in order to make full use of the technique, Make sure that 
uke’s thumb is fixed firmly to your shoulder. The lock 
should be applied in the direction of uke’s center line. 
Keeping uke’s wrist fixed to the shoulder in the same 
position, start the turning movement. As uke’s elbow and 
shoulder are turned over, slide your left hand down and hold 
his elbow. As you are making the turn, uke’s hand will natu- 
rally come away from your shoulder. 

@ Fix the shoulder and apply the lock. 
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SHOMEN-UCHI NIKAJO OSAE NI 


! 
Explanation of the lock only 


(@®-@ From hidari gyaku-hanmi kamae, uke makes a shOmen- 
uchi with the right tegatana you block. 

@-@ As you turn your tegatana to the right and redirect 
the line of power, pivot on the left foot to make a 180- 
degree turn. Cut your tegatana down to chest height in a 
spiralling movement. At this time make sure’ that the 
thumb is pointing downward and is placed on the out- 
side of uke’s wrist. 

@®-© As you turn your body to the left, bring the right 
hand up in a big circular movement in front of the body, 
scooping up uke’s wrist between the thumb and forefin- 
ger of your hand and holding it in nikajé position in 
front of your face. 

@®-@ From a position on uke’s front right-side diago- 
nal, cut down the wrist toward uke's center fine, and 
lock it in nikajé. 


HIJI-MOCHI NIKAJO OSAE ICHI 
ELB 


Explanation of the lock only 


@ From migi ai-hanmi kamae, uke grasps the left elbow of 
your dégi, grips it with the back of his hand facing up, and 
pulls. Blending with the pulling power, pivot on the right leg, 
moving the left leg around and to the left in a circular move- 
ment. At the same time, the left hand comes round and to the 
front in a circular movement, changing the direction of 
power and bringing uke off-balance. With the right hand give 
a back-fist atemi to the face. 

® Bring your right hand over the back of uke’s right hand 
and grip it, fixing it to your elbow. 

As the right foot moves to the right and you change the 
direction of your hips, keeping the left tegatana facing 
inward slide your left elbow upward and bring uke's wrist to 


nikajé position. Bring the elbow up so that it slides along the 
fold in the wrist underneath uke’s tegatana. This movement 
is designed to prevent uke’s hand from relaxing. At the end 
bring your elbow over the top so that it is resting on top of 
uke’s wrist. 

@®-@ As you go forward from the front (right) leg, keep 
uke’s elbow in the same position and cut down with tegatana 
toward uke's center line, turning your hand over as you do 
so, and apply nikajé lock. Make sure that uke’s hand is fixed 
firmly to your elbow, as it is important that it can't move 
away as you are cutting down. Also, make sure’that you don’t 
drop the elbow. It is not a matter of lowering the elbow, but 
rather of changing the angle in order to lock uke's hand. 
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KATATE-AYAMOCHI NIKAJO UDEGARAMI-NAGE 


Throw uke by rolling the wrist 
over 


@-@ From migi ai-hanmi kamae, point your right hand to 
the left side and offer it to uke. Uke comes in with his right 
hand to take your right hand (katate-ayamochi, Cross-Hand 
Grasp). 

As your wrist is grasped, pivot on the front foot and 
make a 180-degree turn to the rear with the back foot. Blend 
with uke’s incoming energy and lead it around. 
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©-@ Bring uke’s hand around and raise it up through the 
direction of your finger-tips, and as you move forward from 
the front foot cut the hand down, applying nikajé lock. 

@® +40 Pivoting on the front (right) foot, open up the body 
180 degrees, turn your right elbow around and turn your 
right wrist around to face to the inside. Bring the left hand 
over uke’s elbow, locking out the upper arm, and bring his 
arm down in udegarami-nage. 


CROSS-HAND GRASP; SECOND-CONTROL 
ARM-LOCK THROW (PRACTICAL APPLICATION) 


SANKAJO 
THIRD CONTROL 


Unbalance uke 
by making him 
“float” 


In the sankajo technique 
we unbalance uke by rais- 
ing his elbow in the air and 
turning his wrist so that 
the back of his hand goes 
in the direction of his 
armpit. As opposed to nikajé, 
where we unbalance uke 
by making him drop down, 
in sankajé we create the 
unbalance by extending uke’s 
body upward, It is not a 
matter of merely twisting 
uke’s wrist—by bringing 
uke to a position in which 
he can no longer move his 
elbow or shoulder, we can 
control his whole body. 


How to hold 

Bring uke’s arm to a U position 
: ing your thumb and forefinger straight forward, with 

your elbow in kamae position. Bend the back of uke’s 


hand around so that the elbow and shoulder are 
turned forward, and the arm forms a U shape. 


COMMON MISTAKE 

If you hold 
the wrist so 
that it is bent 
inward, san- 
kajo will not 
be effective. 


Before applying the control, raise uke’s elbow in the 
air and grasp the back of his hand. In this position 
bring the lower three fingers around his tegatana, 
making sure not to grip with the thumb and forefin- 
ger. Bring uke’s hand to an upright position by point- 
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Applying the lock 


Push uke’s tegatana in a circular 
movement toward the armpit 


An explanation of applying the lock using circular movement. 


@ Stand in hidari-hanmi kamae, to the right side of uke, and 
grasp his hand in sankajé position. Make sure that your own 
hand is in the center of your body. 

@-© Maintaining the shape of your own hand, pivot on the 
left foot and bring your body around in a circle of at least 90 
degrees. By applying this control, you will bring uke’s hand 
around toward his armpit. 


Uke’s Position 

As your wrist is brought around toward the armpit your 
shoulder comes forward and the power of the lock enters it, 
so that your shoulder is raised up and the whole of your 
body “floats.” Sh’te’s turning movement also unbalances 
you, and you make a large movement to the rear, 

@ Keep your own hand in front of your body. When turning, 
it is your body movement that is most important. Make sure 
that you do not move your hand out to the side. 


COMMON MISTAKES 

If you attempt to twist uke's wrist around in too big a 
movement, your own hand will come to a flat (horizon- 
tal) position and you will only be turning his wrist—the 
lock will have no effect on his elbow or shoulder. Also, 
if you allow your own elbow to rise up, it will be difficult 
to apply the correct power. 


Applying the pin 


Bring the palm of the hand to your 
chest, and cut down with the hips 
@ Having applied sankajé, bring uke to a prone position. 

@ Without loosening the control, bring your body around so 
that it is facing across uke’s shoulders. At the same time bring 
your right hand to your left hand and grasp the back of uke’s 
hand in a scooping motion. 


© Without loosening the control, bring ypur left hand away 
and transfer uke’s hand into your right hand. Bring uke's 
palm to the left side of your chest, and fix it. At the same 
time, bring your left tegatana onto uke’s elbow. 

@ With the feeling of pushing the palm of his hand with your 
chest, cut down with your hips toward uke's head and lock 
his shoulder. 
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YOKOMEN-UCHI SANKAJO OSAE ICHI 


SIDE STRIKE TO THE HEAD; THIRD 


By moving forward, lock out 
the elbow and shoulder 

@-@ From migi ai-hanmi kamae, uke aims a strike with his 
tegatana to your temple. Bring the left foot around in a circu- 
lar movement to the side and turn out the left tegatana to 
block, simultaneously giving a right-handed back-fist atemi 
to uke's face. 

® Bring your right tegatana over so that you are scissoring 
uke’s arm between your two hands in an X position. 

As you move forward in a big movement with the right 
foot, use the right tegatana to redirect uke’s power in a cir- 
cular movement to the right. The left hand helps to redirect 
uke’s power, and as uke’s elbow is turned over, the left hand 
grasps it. In this position cut down and to the front with both 
hands, unbalancing uke and bringing him to the mat. 
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CONTROL | 


® 


Uke's Positio 

When sh’te blocks, continue to apply force to cut down along 
the diagonal [toward Sh’te’s temple]. As that force is redi- 
rected toward your left side, your elbow and shoulder will be 
turned over. 

© Slide your right hand down to uke’s fingertips and, as 
though turning his hand inside out, turn it over and forward. 
At the same time take a small step forward with the right foot, 
turning uke's elbow and shoulder forward. 

@® With your left hand grasp the back of uke’s hand in 
preparation for sankajé, 

@ As the left foot comes forward in the direction of uke’s 
right shoulder blade, thrust forward with the left hand 
(which is holding uke’s hand), and apply sankajé. The right 
hand grips uke’s elbow, fixing the angle of the arm. 


Uke’s Position 
As sankaj6 locks out your elbow and shoulder, and the 
power comes through toward your shoulder blade, you are 
unbalanced forward from the right shoulder. 

@ As the right foot comes forward bring your body into a 
low posture, drop the left knee to the ground, and bring uke 
to a prone position. 

@ Change position, fix the elbow, and apply the pin. 


IMPORTANT POINTS 
@ When you move forward as you are applying the 
sankajé, make sure that both of your hands stay on your 
own center line. 

@ When you apply the sankajé, make sure that uke’s 
wrist is not turned inward. 


Turn uke’s palm forward in a 
circular position 


How to turn uke’s. hand over before applying sankaj 
© Grip uke's four fingers just below the knuckle in a scis- 
soring movement between your thumb and forefinger. This 


will prevent uke from closing his fist and thus make it easier 
to turn his wrist over. 

@-@ Turn uke’s hand over from the palm, so that the palm 
turns upward and ends up facing forward. With this control 
the whole of the arm should be bent like a bow and the 
shoulder turned forward. 


YOKOMEN-UCHI SANKAJO OSAE NI 
SIDE STRIKE TO THE HEAD; THIRD CONTROL II 


Unbalance uke along the line 
of the arm's extension 


@®-@ From hidari gyaku-hanmi kamae, uke strikes with 
yokomen-uchi. Move to the left, turn the left tegatana out, 
and block. At the same time, give a right-handed back-fist 
atemi to the face. 

@-© As the right hand comes over in an X position, pivot 
on the front (left) foot and make a large turning movement 
to the rear, and redirect uke’s arm around so that it comes 
to chest height. 

With your right hand hold uke’s fingers in the same way as 
in the I technique, and as you open up the front (left) foot to the 
side turn uke’s wrist around and raise his elbow up in the air. 
@-@ Take hold with the left hand in sankajé position, and piv- 
oting on the left foot, bring the right foot around and forward 
in a movement of at least 90 degrees, and apply the lock. 
Your feet should be in left-handed kamae stance, 

@ 4 As you glide the left foot back behind you in a circular 
movement, cut down the left hand in a circular movement so 
that it comes to the side of your left hip, and as uke is pulled 
off-balance and toward you, give an atemi to the face with the 


112 


right fist, keeping the back of the hand downward. As you 
bring the left foot behind you pull the right foot in slightly to 
ensure that the weight of your body doesn't go backward. 


Uke’'s Position 

Once the sankajé lock has been fixed (8), sh'te leads your 
arm in a circular movement along the extension of the line 
from the wrist to the elbow, and as your right shoulder turns 
over you are unbalanced downward. As a counter to sh’te’s 
atemi, block with your left hand. 

@®-? As your left foot slides backward and to the left, bring 
the four fingers of your right hand over the top of uke’s 
elbow so that the fingers are pointing inward, and pull uke in 
toward his wrist. Make sure that your left hand doesn’t 
loosen its grip in sankaj6 position. As you pull uke in slide 
the front foot so that the weight of your body doesn’t fall 
backward, 


Uke's Position 

As your elbow is pulled around in a circular movement to 
the right, your shoulder follows, so that you end up in a low, 
off-balanced position in the direction of the elbow. 


in 
s 


—+& Photos continue on page 114 


(@-@ As uke becomes unbalanced, open up and move to 
the side from your right foot, bringing uke with you along the 
same line. Maintain the sankajé position in the same way as 
in the I technique. Bring the left knee to the ground and uke 
to a prone position. 


Uke's Position 

From the unbalanced position that you were in at the end of 
the previous move 42, as Sh’te locks out your shoulder and 
moves forward along the changed line, move forward with 
him and come to a prone position as you are brought to the 
ground from the right shoulder. 

® Change position, lock the shoulder, and apply the pin. 


Bring the 


dy Peres ® 


fA 
@ Having redirected the power of yokomen-uchi, hold uke's 
fingers in the same way as in the I technique. At this time you 
should be standing to the side of uke. 

@-~@® Open up to thé side from the front foot, turn and face 


‘toward uke’s armpit, and raise uke’s hand in a scooping motion. 
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hand up so that you are looking at the palm 


if 


You should end up holding uke’s hand in front of your own 
face with the feeling as though you are looking at the palm of 
his hand. Do not squeeze uke’s fingers, but have the feeling 
of raising his elbow by locking through the wrist. Make sure 
that his hand remains in front of your own center line. Your 
left hand comes to his elbow to prevent it from moving away. 
@ Your left hand grips across the back of uke's hand, with 
your little finger hooked around the side of his hand. You 
must make sure that uke’s hand is vertical, or the next part 
of the control will be weak. 

© Bringing the first finger and thumb so that they are point- 
ing toward uke, extend your arm and, as you make a turning 
movement, apply sankajé. 


SUWARI WAZA KATATE-MOCHI SANKAJO 
OSAE ICHI / KNEELING TECHNIQUE: ONE-HAND 


GRASP; THIRD CONTROL | 


Use the power of uke’s bent 
wrist straightening. 


© -@ Kneel in seiza, facing your partner. As uke grasps 
your left wrist and pulls in a straight line, blend with that 
power and bring your left knee around to the left in a cir- 
cular movement, changing the line of power. At the same 
time give a back-fist atemi to the face with the right hand. 
® As you move forward slightly from the right knee, 


© Bend uke’s wrist strongly forward, slide your left 
hand up inside your right hand, and grip the wrist. 
® As you release with the right hand, uke’s wrist will 


bring up your left hand in a circular movement to in 
front of your face, turning over uke’s elbow, and with 
your right hand grasp the back of uke's hand. 

As you take a large step forward from the right 
knee, cut down in a circular movement with tegatana, 
sending uke's elbow forward so that uke’s elbow and 
shoulder are turned over, 

© As you take one more small step forward from the 
right knee, thrust the left hand forward, focusing on Uke’s 
thumb (which is holding you), and release your hand 
from uke's grip. At the same time squeeze forward with the 
right hand, bending Uke's wrist. 

@-© As your left hand comes across and takes uke’s 
wrist in sankajé position, with the left knee take a large 
step forward in the direction of uke’s armpit, unbalanc- 
ing him. Your right hand comes across and grasps his elbow. 
@+~40 As the right knee comes forward one more step, 
bring uke to a prone position, change your position, fix 
the shoulder, and apply the pin, 


react to being bent forward by naturally returning to 
its original shape, and will come back into your left 
hand. At that point you can hold it in sankaj6 position. 
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USHIRO RYOKATA-MOCHI SANKAJO OSAE ICHI 
BOTH-SHOULDER GRASP FROM BEHIND; 
Ut ant 4 


As you turn uke’s shoulder, 
shift your balance and apply 
the lock 


Explanation of the lock 


© Uke comes from behind and grasps both of your shoul- 
ders, and pulls. 

® Blending with the pulling power, bring your left foot 
backward and around to the left, changing the direction of 
your body. At the same time bring your elbows around so 
that they are facing forward, changing the angle of your 
shoulders and making uke-“float.” 

@-© Pivoting on the left foot, bring the right foot around at 
least 180 degrees to the rear and drop your weight down. 
Keeping your left elbow extended to the outside, bring your 
arm to the center line of your body, and using the movement 
of your shoulder bring uke’s left wrist to sankajé position. 
Your right hand grips the back of uke's hand and fixes it to 
the shoulder. Don't twist your upper body toward uke’s 
armpit but rather, while keeping the upper body straight, drop 
your weight and bring the whole of the body to a low posture. 
Transfer your weight from your left foot to your right 
foot as in hiriki no ydsei ni, bring the left tegatana so that it is 
pointing toward the inside, and at the same time, using the 
moveinent of the shoulder, apply sankajé. 
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USHIRO RYOKATA-MOCHI SANKAJO-OSAE NI 
BOTH-ELBOW GRASP FROM BEHIND; THIRD 


ello ll 


Apply the lock by turning your 
elbow over and making a turn- 
ing movement 


Explanation of the lock 


® Uke grips both of your elbows from behind with his 
thumbs and fingers, and pushes. 

@-@ Blending with the push, move forward with the right 
foot and turn your elbows forward in a circular movement, 
causing uke to “float.” 

Keeping your balance over your right foot, bring your 
left foot around in a circular movement of at least 180 degrees. 
As you do this, extend your left elbow out in front of you and 
bring it to your own center line, As you bring your arm 
around in this movement, uke’s wrist will be brought into 
sankajé position, Grasp the back of uke’s left hand with your 
right hand and apply the control with your left elbow, Do not 
twist around into uke’s armpit, but raise his elbow; maintain 
a low posture to keep your upper body straight as you turn 
around. 

@®-© Keeping you balance over your right foot, as you turn 
your body around to the right bring your left hang to the 
inside line, and together with this movement use your left 
elbow to apply the control. 
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NO 
YONKAJO 
FOURTH CONTROL 


In the yonkajé technique, we focus our power into our _ his ability to resist, and sh’te uses that situation to unbal- 
under-knuckle, where the forefinger is attached to the ance him. This is a technique that very simply shows the 
hand, and put pressure on the pulse point in uke’s wrist, great effect that can be developed by concentrating all of 
thus causing him intense pain. This pain causes uke to lose _ the power of the body through one point. 


Method of holding 


The method of holding uke’s hand, if you were to 
apply the technique to his right hand, is as follows: 
Turn uke's elbow and shoulder over and forward, and 
hold the back of his hand with your right hand. With 
your left hand hold uke’s wrist so that the 
point where the first finger is attached to 
the hand comes inside the wrist. The lit- 
tle finger should hold on strongest, with 
each successive finger using less power. 
Straighten out your thumb and first fin- 
ger. Hold on so that the palm of your 
hand is enveloping uke’s wrist, not push- 
ing it away. 


i | 


Method of locking 


Using the principles of leverage, 
push the elbow forward 


A. When using the lock to push upward 

@~—© Having come to the yonkajé position, use uke’s wrist 
as a fulcrum and with the principles of leverage, make the 
front of his forearm stand up vertically. Because of the power 


you haye focused into the point on the forearm, apply pres- 
sure to the pulse point there. With this control, uke's elbow 
will go forward. 


COMMON MISTAKE 

If you twist the wrist, or pull it to the side, the principles 
of leverage will have no effect. It is important to main- 
tain the leverage position even after you have applied 
the control, 
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B. When using the lock to bring uke down 

@-@ Holding the hand in yonkajé position, as you move 
forward, using uke's wrist as a fulcrum turn your left hand 
over as though covering uke's wrist, and as you apply pres- 
sure to the pulse point, push uke's elbow forward. 


Focusing the power 


Using the little 
finger as a ful- 
crum, push for- 
ward with the 
underknuckle of 
the first finger 

If you bring the forefinger and thumb together as in figure a, 


the knuckle of the first finger will be moving away and you 
will not be able to focus your power. 


If you use the little finger as a fulcrum as in figure b, and 
turn the wrist over as though pushing the underknuckle for- 
ward, you will focus your power. By using this control 
together with the movement of the whole body, you will be 
able to develop large power. 


COMMON MISTAKE 

It is often the case that in making too much effort to 
focus the power, sh’te’s palm comes away from uke’s 
wrist. If this happens, the principles of the lever can no 
longer be applied. Right to the end make sure that the 
palm of the hand is covering the wrist as the focused 
power is applied. 


119 


SHOMEN-UCHI YONKAJO OSAE NI 
FRONT STRIKE; FOURTH CONTROL Il 


Use a 450-degree Turn to Uke's Position 
. As you give in to the pressure that is being applied against 
Bring Your Partner Down your pulse point, your elbow is pushed up and your body 
“floats.” 
@-@ From hidari gyaku-hanmi kamae, use your right arm | ©-@ As you make one more large turn in the same direc- 
to block uke’s sh6men-uchi. tion, turn uke’s wrist over to the right side and cut down. 


@-@ Pivoting on your front (lefi) foot, make a 180-degree kes Position 
turn to the rear, at the same time redirecting uke’s power. As sh’te turns i i 

he DOWER your wrist down, your elbow will come for- 
Slide your left hand down to hold uke’s wrist in ward and you will become unbalanced. Combined with the 


yonkajé position. As you make a small turn to the rear, thrust turning movement, this will bring you to th d 
uke's arm up, making the elbow go forward. e a Dida ear 


120 


@~4) As your right foot comes forward and your left knee 
drops to the mat, bring uke to a completely prone position. 
Apply yonkajo again by pushing forward in front of your stomach. 

@ Come around so that you are facing across uke's shoul- 
ders, change your hand position, and apply the same lock as 
in nikaj6, pinning uke’s shoulder. 


IMPORTANT POINTS 

@ Pivoting on the left foot, you make three turns (approx- 
imately 450 degrees) while maintaining the same stance. 
@ In ©-O, don't have the feeling of just pulling the wrist. 
Apply the control so that the elbow is pushed forward. 


@ In the yonkajo lock in 4D), make sure that you use 
your hips to bring your balance forward. 

@ When you are changing the hand into nikaj6 position, 
as you change the direction of your body bring your 
right hand next to your left hand (the side closer to 
uke’s elbow) and grisp uke’s forearm, making sure that 
the angle of his elbow and shoulder doesn’t change, pin 
the back of uke’s hand into your left elbow, and bring 
the right tegatana into uke’s elbow. 

@ When you apply yonkajé, make sure that the palm of 
your hand doesn’t “float away” from uke’s wrist. 


121 


SUWARI WAZA RYOTE-MOCHI YONKAJO 
OSAE ICHI / KNEELING TECHNIQUE: TWO 
HAND GRASP; FOURTH CONTROL | 
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My a 


mre a al 


Raise your hands and grasp uke's wrist 


@®-~-® Uke grasps both the hands and pulls. Blending with the power 
of the pull move forward and to the left, bringing your left hand 
around, palm down, in a circular movement. At the same time, turn 
the right hand so that the fingers are facing inward, and come in along 
the line of power of uke’s pull, so that the hands that are holding you 
lose their power. 

@ As you move slightly forward to the right with the right knee, bring 
your left hand around so that it comes outside uke's wrist, then raise 
your hand in a circular movement so that it holds the wrist in yonkaj6 
position. 

© Move forward slightly one more time along the same line with the 
tight knee, and push uke’s elbow forward and up. 

® Move along the same line in a big step with the right knee, and as you 
turn the wrist over cut down, bringing uke to the ground. 

As you make a step forward with the left knee and then the 
right knee in the direction of uke’s armpit, bring uke to a prone posi- 
tion, and apply yonkaj6. one more time. 

@® Change the direction of your body, pin the shoulder, and apply the 
lock. 


UE KARA NO YONKAJO OSAE 


FOURTH CONTROL LOCK FROM ABOVE 
(PRACTICAL APPLICATION) 
ee a ] ® 


® Dropuke's elbows down using 
the principles of leverage 


© Grasp both uke’s wrists from above. 

@-@® Using uke’s wrists as a fulcrum, apply the power at the 

point where the underknuckles of your forefingers are 

touching uke’s wrists; thus you can use the principles of 

leverage to drop uke’s elbows down, so that he is brought 

down and forward. 

@ Change the position of your hands so that the direction of 
® the lock is gradually brought around and directed to the 

opposite shoulder of the hand that is being held. As the 

yonkajé is applied, uke’s elbows will be extended and his 

whole body will “float” up. 

@® Note the position of the wrists as seen from the front. 


IMPORTANT POINTS 

© This is not a matter of pushing uke’s wrists downward. 
Fix your little fingers and use them as a fulcrum, focus 
the power solely into the underknuckle of the first fin- 
ger, turn the fingers so that they are pointing downward 
and cut uke’s wrists down. Uke’s hands actually remain in 
the same position; it is the elbows that are brought down. 
@ Make sure that the palm of your hand does not 
become separated from uke’s wrist. 

@ If you push your hips forward in such a way that the 
knot on your belt is pointing downward, your power will 
be focused in the underknuckle of your first finger. 

@ The yonkaj6 that is applied after you have turned the 
wrists over (®) is in principle the same control as is 
applied from above (@-®). 
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SHOMEN IRIMI-NAGE 
FRONT ENTERING THROW 


Attack your partner from the 
side 
Entry throws are based on the principle of attacking 


uke’s hips from the side. If we were to throw him 
directly to the rear, he would still have the freedom to 


Entry throws are techniques whereby we redi- 
rect uke’s power and take up a position to his 
side, and from there attack his hip joint so that 
he is brought backward and thrown down. If 
you attack uke’s hips from in front of your own 
body, the technique is sh6men irimi-nage (Front 
Entry), and if you attack from the side of your own 
body it is sokumen irimi-nage (Side Entry). 
Irimi-nage depends on your timing at the very 
moment that uke comes forward, and for this rea- 
son one of its forms is called kokyii-nage (Breath 
Throw). 


If you stumble forward, your instinctive human 
reaction is to try and raise your upper body, to 
save yourself from falling over. This is also one 
of the principles behind sh6men irimi-nage. 


move his feet behind him, and so the technique would 
not be particularly effective. If, however, we throw 
him diagonally to the rear, although he could take one 
step away, after that it would then be simple to make 
him bend at the hips. Thus, if we attack the opponent 
from the side, he will not be able to resist. 


Movement of the arm at the moment of throwing 


@ As you approach from the side, slide your tegatana 
along the base of the throat, causing uke to bend back- 
ward. Make sure that your hand stays in front of your 
own body. By sliding the hand up as you make the for- 
ward movement with your body, you will develop much 
more power than if you were to use just your arm. On 
the other hand, if as you move forward you are late with 
the sliding movement of the arm, none of your power 
will be transferred into the arm and uke’s power will be 
stronger than yours. 

@ As you move on the diagonal line behind your part- 
ner, cut down with your raised hand directly in front of 
you to throw him. Make sure that you don’t come to a 
position where you are pushing uke’s chin or throat. 
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Using your elbow as a fulcrum, turn the front part of 
your arm so that the thumb is pointed downward, and at 
the same time extend the whole arm forward. By apply- 
ing this control at the same time as you move forward, 
you will develop strong power. 


SHOMEN-UCHI SHOMEN IRIMI-NAGE ICHI 
FRONT STRIKE: FRONT ENTERING THROW | 


is 


fa y i mm / q * 

In one movement bring your arm 
to a V position 
@©-@® Come to migi ai-hanmi kamae and make a front strike 
to uke; Uke raises the right arm and blocks. 
@-© As you bring your left foot forward to the left side, 
open up the body and at the same time turn your tegatana to 
the outside, redirecting uke’s power. As you enter to the side 
slide your right arm up along the base of uke’s throat. With 
the left hand, catch hold of uke’s collar at the same time as 
he comes forward. All of the above is done as one movement. 


Uke’s Position 
As you are brought forward with the power that blocked the 


original front strike, sh’te’s 
arm sliding up along your 
throat causes you to bend 
backward. 

@-~ As you advance for- 
ward with the right foot 
along the diagonal line to 
uke’s rear, turn your right 
elbow over so that the 
thumb of the right hand is 
pointing downward, extend 
the whole arm downward, 


IMPORTANT POINTS 

@ Within the movements @-©, bring your hips to a V 
position, turning to the right and after that advancing 
along the front line. This is performed in one movement. 
@ The arm should be raised in front of the body. If the 
timing is wrong and the arm is behind you, you will not 
be able to apply power and you will lose to uke’s power 
{see Common Mistake below). 

@ For the final throw, the power comes from lowering 
the center of your own body; the turning over of the 
elbow is then added to this. 


COMMON MISTAKE 

One common mistake is that as you move forward 
with the body, the arm is late so that you end up 
hanging your arm over uke as you try to throw. 
Make sure that the arm is in front of your own body 
as you apply the control. 


SHOMEN-UCHI SHOMEN IRIMI-NAGE NI 
FRONT STRIKE; FRONT ENTERING THROW II 


As you transfer your weight, slide 
your arm up 


@-© From hidari gyaku-hanmi kamae, as uke makes a 
front strike raise your right arm and block. 

@-© As you turn your tegatana to the right and redirect 
uke's power, pivot on the front (left) foot to make a 180- 
degree turn to the rear. As uke comes forward, hold on to 
the back of his collar with your left hand. 

@-@ Having completed the turn transfer your weight, mak- 
ing a circular movement with your own body at its center, 
and lead uke around so that he falls forward and becomes 
off-balanced. 
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® With your right fist deliver an ateini to uke’s face from 
below, causing him to raise his upper body up. 

1 Transfer your weight from your right foot to your left 
foot in the same way as in hiriki no yései ni, and slide your 
right hand up along the base of uke’s throat, causing him to 
bend backward. 

(2-49 Slide forward with the right foot in a straight line 
along the diagonal to uke's rear, turn the right hand down, 
and throw. 


IMPORTANT POINTS 
@ As you make the turning movement uke should be 
brought around in front of you. You should not be in the 
position where uke is behind you and you therefore 
have the feeling of using strength to pull or push uke 
from the neck. 

@ Make sure the arm that is raised stays in front of.your 
body as you are transferring your weight from one foot 
to the other (©~40). Do not simply use your arm, but 
rather use the power developed by transferring your 
weight in order to bend uke over backward. Also, as you 
bend uke over make sure that you are not leaning on 
uke to support you. 
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SHOMEN-TSUKI SHOMEN IRIMI-NAGE 


FRONT PUNCH; FRONT ENTERING THROW 
(PRACTICAL APPLICATION) 


® 
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Enter in at the moment that 
uke is bent over 


@-@ From hidari gyaku-hanmi kamae, uke comes in and 
makes a front punch with the right fist. As this happens pivot 
on the left foot and make a large turning movement to the 
rear. Bring your right hand up to uke's wrist and blend with 
the power of the punch. With the left hand grasp the back of 
uke's collar and lead uke around to the front of your chest. 
®©-® Keeping the weight over the left foot as though you 
have the intention of moving forward, as uke comes into your 
chest slide your right hand up along the base of his throat. 

@~Q® Slide forward with the right foot in a straight line 
along the diagonal to uke’s rear, turn the right hand over so 
that the thumb is turned downward, and throw. 


IMPORTANT POINTS 

@ In the basic throw, only after we have caused uke to 

fall completely forward do we transfer the weight and 

raise the arm. In the practical application we bring uke 

around and into the bend of our hips, and we can then 
slide the arm up without transferring the weight from 

one foot to the other. 

© By dropping our weight over the front foot (thereby 

making our posture lower), we can add power into the 

hand that is sliding up. 
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YOKOMEN-UCHI SHOMEN-IRIMI-NAGE 
SIDE STRIKE TO THE HEAD; FRONT ENTERING 
THROW (PRACTICAL APPLICATION) 


fil 


Bring uke’s arm around into 
his own neck 


@-© From migi ai-hanmi kamae, as uke attacks with 
yokomen-uchi turn inside the strike, and as you make a 
spiralling turning movement use your right tegatana to 
blend with the power of the strike. 

©-@® Open up your body by moving your right leg to 
the side, and bring your right hand around with the palm 
facing downward in a wide movement to the right, so that 
all of uke’s power is redirected to the right side. You 
should have the feeling that the back of uke’s hand is 
being carried along on top of the back of your own hand. 


Uke’s Position 


Once you have changed uke's direction, use the left hand As the force of your yokomen-uchi is brought around in 
to hold on to the back of his collar. a spiralling movement, because of the flow of that line of 
@~4) Pivoting on the right foot make a large turn to the power your body brings itself around naturally to the 
rear. Keeping the right hands together bring them up in a final position. 


spiralling movement, folding uke's right hand over so that 
it comes across his own neck. In this position continue with 
your turning movement, turn your right hand over so that 
the thumb is pointing downward, and make the throw. 
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IMPORTANT POINTS 

@ Perform the technique in one turning movement 
without stopping the flow of energy. 

@ Ail of the turning movement should be done with 
the right foot at the center. 

© Make the spiralling movement while blending with 
the flow of energy in such a way that uke’s hand 
comes into his neck in a natural continuation of the 
movement. 
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USHIRO RYOTE-MOCHI SHOMEN IRIMI-NAGE 
TWO-HAND GRASP FROM BEHIND; FRONT 
ENTERING THROW (PRACTICAL APPLICATION) 
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Turn with uke in the same right arm up in front of you with a circular movement, turn- 
i i ing uke's right shoulder over. 

8 rection ‘Transfer your weight so that your left foot is now at 
@®-@ From migi ai-hanmi kamae, uke makes a front strike, and the center and make a large turn to the rear with the right 
as you block, uke cuts that hand down and runs behind in an _ foot. As you cut down with the right hand in a spiral move- 
attempt to grab both hands from the rear. ment, hold on to the back of uke’s collar with your left hand 
@~® Pivoting on tlie right foot, make a large turning move- _ and lead him around so that he is in a bent position, and slide 
ment in the same direction as uke. As you turn, bring your —_your right hand up through the base of his throat. 
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49 Extend forward with the right foot along the diag- 
onal line to the rear of uke, turn the right hand-over so 
that the thumb is pointed downward and throw. 


IMPORTANT POINTS 

@ Make sure that you blend with uke’s feeling as he 
comes behind you to grasp your hand. As you make 
the turn to face in the same direction as uke, allow 
everything to happen together with this flow. 


RYOTE-MOCHI SHOMEN IRIMI-NAGE ICHI 
TWO-HAND GRASP; FRONT ENTERING THROW | 


Flowing with his power, enter 
in under uke’s arm 


® From migi ai-hanmi kamae, uke grasps both your wrists 
and pulls. 

@-@ Blending with the pulling power, bring your right foot 
forward so that it is in aT position in front of uke’s toes, with 
your hips facing toward the right, and pull the left leg in, 
bending the knee (the right knee will also bend). At the same 
time extend your left hand forward with the palm face-up at 
chest level, and in a circular movement bring the right hand 
up to face height on the inside of uke’s wrist, as though 
stroking his palm upward. 

@®-©® As the left foot extends forward to the left side, bring 
both hands up in a circular movement in front of uke’s face. 
As your left hand is stil being held by uke's right hand bring 


134 


it down over the back of his shoulder blade and allow the lit- 
tle finger to be hooked over uke’s wrist. Slide the right hand 
(still being held by uke’s left hand) up in front of uke's other 
shoulder. The right foot slides across to the left side as the 
whole body moves. 

@-@® As your right foot slides along the diagonal line to uke’s 
rear, extend both hands and throw. 

@ This is the front view of the position before entering for 
the throw. The right shoulder has entered in underneath 
uke’s right arm, and the body is in a low posture. 


IMPORTANT POINTS 

@ The left hand comes into uke’s shoulder blade as in 
tai no henko ichi. 

@ Blend with uke in such a way that you do not become 


separated from his hands. 


SOKUMEN IRIMI-NAGE 
SIDE ENTERING THROW 


In sokumen irimi-nage your body is in a “half-on” —_ come from the side of your own body as you close 
position as you enter into your partner, and you _ the distance and throw. 


1 It often happens that the hand is pushed to the side 
Fix the elbow and cut down ersenadutcein abaiie dieu ecuaaies 
with the arm is standing up, however much force you apply you 

will not be able to unbalance him. 


The direction of the throw, in the same way as in 
shdmen irimi-nage, is along the diagonal line to the 
rear of uke. As you are making the throw you should 
not change the direction of the movement, but rather 
at the moment that you have unbalanced uke to the 
rear, turn your body so that it is facing along the line 
of the throw, and then simply extend along that line 
and perform the throw. At the same time, cut down 
with the arm that you have brought in to the base of 
uke’s throat. With this control, by coming into a low 
posture the power that you have developed can be 
amplified and then transferred into your partner. Be 
aware that as you extend forward, if you close the dis- 
tance between your body and your arm you will not be 
able to transfer the power of your body as you drop 
your weight downward. 


135 


KATATE-MOCHI SOKUMEN IRIMI-NAGE ICHI 
ONE-HAND GRASP; SIDE ENTERING THROW | 


Extend forward with the hip joint, 
and enter in from the side 


@ From migi ai-hanmi kamae, uke grasps your left wrist and 
pulls, 

@-@ Blending with the pulling movement, come forward 
with the right foot so that it meets the toes of uke's right foot 
in aT position, with the weight strongly forward, and pull up 
the left leg with the knee bent. At the same time, turn the hips 
to face to the right side and extend both hands palms up, the 
left hand in front of your chest, the right hand in front of your 
stomach. You should now be in a “half-on” position in relation 
to your partner’s body. 

Uke’s Position 

As your pulling power is turned into your inside line, your 
elbow is pushed into the side of your body, which causes you 
to be unbalanced to the rear. 

@-@ As you turn your hips to the left, extend your left leg 
forward to the rear of uke; at the same time bring your left 
hand around in front of uke’s body and enter with it through 
the base of uke’s throat at chest height. The right tegatana 
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comes along the side of uke’s body; make sure that the front 
of your body is fixed to the side of uke's body. 


Uke’s Position 

As the power that has been redirected to the left side comes 
round in a circular movement into your neck, you are 
brought off balance to the rear and bent backward. 

@-© As your left foot comes forward along the line diago- 
nally to the rear of uke, cut down with both hands and throw, 
keeping the hands in a palm-upward position. 


IMPORTANT POINTS 

@ Do not extend to the side the hand that is being 
pulled, but rather change the direction that the hand is 
pointing in as the direction of the hips changes. 

@ In position ®, by bringing the weight forward strongly 
over the front foot, you can ensure that uke will not be 
able to raise his upper body. 

@ Make sure when you perform the throw that you do 
not just use your arms to push uke’s body down. 

@ When you make the side entering movement (®-®), 
the’ back of the left hand should move in a circle as 
though following the line of the surface of a ball. 


—— 


Position of the feet in the first movement 


Move forward so that your toes are pointed outward, and 
your foot comes to uke’s front foot in a T shape. 


COMMON MISTAKE 

When you make the entry from the side, it is common 
for the body to move forward as though in a straight 
line. However, the hand should come round in a cir- 
cular movement, passing in front of uke’s body, and then 
from the fingers enter along the base of uke’s throat. 
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KATA-MOCHI SOKUMEN IRIMI-NAGE NI 
SHOULDER GRASP; SIDE ENTERING THROW II 


By controlling with the shoulder, 
turn uke’s elbow inward 


© From hidari gyaku-hanmi kamae uke, with his hand in an 
upright position and starting with the little finger, grasps the 
shoulder of your dégi and pushes. Rest your left hand on the 
outside of uke's elbow, with your wrist facing inward. 

@®-@® Pivot on the left foot to make a turn to the rear of at 
least 90 degrees. At the same time turn the left hand over so 
that the palm is facing upward, and extend the arm out at 
chest height. Together with this movement use the movement 
of your shoulder to lock uke’s hand, which is holding you 
from the side of the little finger, and as you turn uke’s elbow 
to the inside use your left hand to “scoop” his elbow and 
thus bring him off balance. Your right hand turns over with 
the left hand so that the palm is facing upward and is 
extended out at stomach height. 
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@©-@ As the left foot advances to the rear of uke, bring the 
left hand round in front of uke’s body and enter deeply 
through the base of uke's throat, bending him backward. 
The right hand should be resting across uke’s body. 

@®-@ Extend the left foot along the line diagonally to the 
rear of uke, keeping the palms facing up, cut down with both 
hands, and throw. 


IMPORTANT POINTS 

@ After the first turn, you should be in a “half-on” posi- 
tion facing uke’s side line. 

@ When you make the side entering movement, the back 
of the left hand should move in a circle as though fol- 
lowing the line of the surface of a ball. Be careful of 
entering in with too straight a movement. 


When you turn 
uke’s elbow in to 
the inside it is easy 
to pull the arm in 
toward yourself. 
However, the point 
is not to apply force 
to the elbow in 
order to lock it, 
but rather to unbal- 
ance uke by using 
the movement of 
your shoulder, and 
then adding to that 
the control with 
the arm. 
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USHIRO RYOHIJI-MOCHI SOKUMEN IRIMI-NAGE 
ICHI / BOTH-ELBOW GRASP FROM BEHIND; 


SIDE ENTE 
/ 


Using the elbows as a fulcrum, 
turn the front of the arms over 
in a chevron shape. 

@® Uke comes from behind and grasps both your elbows, 
and pulls. 

@-@ Blending with the pulling energy, turn 180 degrees to 
the rear with the right foot. At the same time turn both 
elbows forward so that the palms of both hands are pointing 
outward. 

@©-@ As your left foot comes to uke’s rear, turn the direc- 
tion of your body and at the same time, keeping the palms of 
the hands pointing upward, cut down and forward with the 
left hand in a chevron shape. At the end of the move the left 
hand should have entered deeply through the base of uke’s 
throat, and the right tegatana should be lying along the side 
of uke’s body. 

Uke’s Position 

The palm of your left hand (that is holding sh’te’s elbow) is 
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RING THROW | 


pushed in toward your own elbow so that you are bent back- 
ward and off-balanced to the rear. 

© As your left foot extends along the line diagonally to the 
rear of uke, keeping both palms facing upward cut down 
with both hands, and throw. 


IMPORTANT POINT 

@ In the movement where you change direction and turn 
your elbows over (©-®), you should be making use of 
the power generated from the shifting of balance. 


USHIRO RYOKATA-MOCHI SOKUMEN IRIMI- 
NAGE NI / BOTH-SHOULDER GRASP FROM 


BEHIND 


- — 


; SIDE ENTERING THROW II 
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From this position change the 
direction of your body, pulling 
uke forward 


@® uke comes from behind and grasps your shoulders, and 
pushes. 

@-@ Blend with the energy of the push and move forward 
from the right foot, bringing both shoulders forward so that 
the palms of both hands are turned outward, thus unbalanc- 
ing uke and raising his elbows. 

@ Bring the left foot around to the inside in a circular move- 
ment so that it passes your center line and moves further to 
the right. 

® Put your weight strongly over your right foot and turn 
your hips so that they are facing toward the right side, and 
bring your left elbow up so that it fits into the base of uke’s 
throat as he comes forward. At the same time, make sure 
that your weight is strongly over the right foot and bend your 
left knee so that you have a low posture. 

Uke’s Position 

Because sh’te’s shoulders have turned around, your hands, 
which were holding on to the shoulders, have been turned 


“inside-out,” and so your 
body has been turned 
into a “half-on” position 
and pulled forward. 
@-©® As your left foot 
extends to uke’s rear, turn 
the palms of your hands 
face up and, using the 
elbow as a fulcrum, turn 
the left hand over and to the front. The right tegatana comes 
into the side of uke's body. 

@®-© As your left foot extends along the line diagonally to 
the rear of uke, cut down with both hands, and throw. 


IMPORTANT POINT 
After you have changed direction ©, make sure that 
your body is not in any way twisted. 
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SHOMEN-UCHI SOKUMEN IRIMI-NAGE 
FRONT STRIKE; SIDE ENTERING THROW 


(PRACTICAL APPLICATION) 


(7 i 


Change the direction of your hips 
and come together with uke 


@®-@ From migi ai-hannii kamae, as your partner strikes 
with shomen-uchi bring both tegatana together and move to 
the inside, redirecting the energy. 

®©-@ With your left hand hold uke’s right hand at the point 
where the thumb is attached to the hand and as you bring it 
across the front of your stomach as though in a cross-cut 
[with a sword], pull uke forward, and as you do so transfer 
uke’s hand into your right hand. At the same time, bring the 
right foot forward so that it makes a T-shape with the toes of 
uke's right foot, and bring your weight strongly over your 
right foot; as uke is pulled forward bring your left elbow up 
into the base of his throat. 

@-@ As your left foot extends along the diagonal line to the 
rear of uke (you are turning into uke’s right hip), bring your 
left hand over and cut down in front of you, and throw. 
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IMPORTANT POINTS 
@ In position ®, use the turning power of your hips to 
pull uke forward. Make sure that you are not just 
pulling uke with your hands. 

@ In reality, from the moment that you turn uke’s hand 
around, all that follows is done in one movement. 


( | hf 
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KOTE-GAESHI 


RETURN-THE-WRIST THROW 


Cut the hand down and 
over in order to throw 


Kote-gaeshi is the technique whereby 
you turn your partner’s wrist over and to 
the outside so that the elbow is bent 
inward, and then, by applying the other 
hand and cutting down deeply you 
throw him. The purpose is not to lock 
out uke’s wrist; rather, by locking the 
wrist you will unbalance his body, which 
will in itself lead to the throw. However, 
once you have unbalanced uke, if you 
do not extend his body so that he no 
longer has the power to stand up, the 
technique will not be effective. 


How to turn the wrist over 


© Unbalance uke to the front and hold his hand by hooking 
your little finger over his wrist, and bring your thumb over 
the back of the knuckle of his little finger—the point where 
the finger is attached to the hand. 

@-~-@® Make the next movement so that uke’s hand stays 
away from his body. As you pull uke forward, turn his hand 
over so that it closes over your own little finger. If you turn 
the hand over in a big movement, uke’s body will regain bal- 
ance as he is pulled forward, so turn the hand over in a small 
movement in front of your stomach. Also, if you pull the hand 
too much, uke’s arm will straighten out so that it will become 
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difficult to apply the throw. Therefore, his elbow should be 
bent just slightly more than 90 degrees. 

@ As uke comes forward as the result of having his wrist 
bent over, deliver a back-fisted atemi to the face with the 
right hand 


een Pe 


Turn the shoulder over and 
bring uke to a prone position 


@ Once you have thrown uke, keep your wrist in the same 
position, with your fingers pointing inward, and bring the 
four fingers of your right hand to his elbow. 

@-@ As you step around in the direction of uke’s head, pull 
his elbow in so that it is bent in toward you and turn the arm 
round in a circular movement, keeping the shoulder at the 


Slide your hand down in the 
direction of uke’s fingers 


After you have turned uke's hand over, bring the palm of 
your right hand over uke’s hand and cut down by sliding 
your hand down in the direction of uke’s fingers. By using 
this control, uke’s elbow will be turned inside and the 
whole of his body will be unbalanced backward and to 
the right. If you were to cut down merely by twisting his 
wrist around to the outside, the lock would not be effec- 
tive, you would not unbalance the whole of his body, and 
you would not be able to apply the throw. 


center of the circle. By using this control you can turn his 
shoulder over and bring him to a prone position. As you are 
doing this, make sure that you do not relax the control on his 
wrist that had been cut down, 

@® Change the grip of the right hand so that the fingers are now 
pointing downward, bring your balance strongly over your front 
foot, and sink your hips straight down, locking out uke’s wrist, 
elbow, and shoulder. As you sink your hips down, at the same 
time slide your right palm down on the elbow. 
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SHOMEN-TSUKI; KOTE-GAESHI NI 
FRONT PUNCH; RETURN-THE-WRIST THROW II 
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Throw through the use of con- 
tinuous circular movements 


@-@ From hidari gyaku-hanmi kamae, as uke comes in 
with shémen-tsuki, pivot on the left foot and, blending 
with the punch, make a turn so that you are in a position 
45 degrees to uke’s rear, and bring your left hand up to 
uke's elbow. 

@-® As you transfer your balance extend your right 
hand forward to the front and at the same time slide your 
left hand down from uke’s elbow so that your little finger 
is hooked over his wrist, and you are holding his hand 
down by the side of your hip. This is the same movement 
as the preparatory movement for hiriki no yOsei ni. 


Uke's Position 

As your body comes forward with the power of the punch the 
direction of the power is changed, and you are pulled for- 
ward and therefore unbalanced, 

Pivoting on the right leg make a turn to the rear of at 
least 180 degrees and at the same time turn your left hand 
over, cutting uke’s hand down, and give a right-handed 
back-fist atemi to the face. 


Uke's Position 

As your hand is turned over in the kote-gaeshi position, you 
are pulled forward, and as your body moves forward atemi 
comes into your face. 

@ 40 As you make one more large turn to the rear, use your 
right hand to cut down deeply on uke’s wrist, and apply the throw. 
@-49 As your left foot comes around in a circle and you 
transfer your weight, use your right hand to move uke’s 
elbow around and bring him to a prone position, control the 
elbow, and apply the lock. 


IMPORTANT POINTS 

© The purpose of the movement in position ©, is to enable 
you to blend with uke’s power and then bring the whole 
of the force along in the new direction. The movement is 
not merely one of pulling the hand. It is designed to 
bring the whole of your balance forward, and therefore 
it should also have the effect of pulling uke forward. 

@ Without consciously trying to hold onto uke’s wrist, 
allow your hand to slide down from his elbow, and your 
little finger will naturally hook over his wrist. 

@ To make sure that uke cannot regain his balance, 
reinforce the feeling of pulling forward, by keeping you 
balance strongly over you front foot. 

@ When you are repeating your turning movement from 
the low position (©-®), make sure that you fix the front 
foot correctly so that you maintain a strong posture. 
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SUWARI WAZA RYOTE-MOCHI KOTE-GAESHI ICHI 
KNEELING TECHNIQUE: TWO-HAND GRASP; 
REVERS WRIST Mau I : 


@® From seiza, uke grasps both your wrists and pulls, 
@-@As you turn your palms up and bring them together, move 
forward and to the right with the right knee. Bring your left hand 
across to cover the back of uke’s left hand, and as you release 
your right-hand by turning it to a palm-down position, use 
your left hand to grip the back of uke’s hand in kote-gaeshi. 
The little finger should be above the wristline, with ring and 
middle finger gripping the area of the palm below the thumb. 
The thumb should be just below the knuckle of the little finger. 
@-® Bring your right tegatana to the back of uke’s left 
hand, and as you move forward and to the left with the left 
knee turn your tegatana down to the front, and throw. (The 
final lock is not shown.) 


IMPORTANT POINTS 

@ When you turn uke’s wrist over, in addition to having 
the feeling of squeezing your own little finger, use the 
point where your thumb is attached to your hand to 
push on the back of uke’s hand. 

@ Depending on the flow of power, it would not be con- 
sidered incorrect if uke’s wrist were to be bent in 
toward the arm, and you were to throw him inward, mov- 
ing in toward his body, in a way similar to other kote- 
gaeshi throw techniques. 
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Turning over the hand 


@ Bring both hands together, turning them so that the 
palms are facing upward, and as you bring your left hand 
underneath your right hand, place your left thumb, at the 
point where his little finger is joined to the hand, on the 
back of uke’s left hand. 

@ Turn your right tegatana downward so that you slip 
your hand away from uke’s grip, and bring the back of 
uke’s left hand into the palm of your right hand, As the 
back of uke’s hand comes into your palm, use your little 
finger and the next two fingers of your left hand to natu- 
rally grasp uke’s hand at the point where his thumb is 
attached to the hand. Uke should now be in a position 
where the left elbow is bent inward to the body, and the 
palm of the left hand is facing outward. 

@-© Bring your right tegatana alongside your left 
thumb, cut down and forward with tegatana, and throw. 


USHIRO RYOTE-MOCHI KOTE-GAESHI 
TWO-HAND GRASP FROM BEHIND; RETURN- 
tab THROW RSE DCRL APPLICATION 1) 


Use the movement of the 
release to turn the wrist over 

© Uke grasps both your hands from behind, and pushes. 
@-@ As you bring the left foot around in a circle forward and 
to the right, bring the back of the left hand to the back of 
your hip. 

@-@ Bring your balance onto the left foot and make a 180- 
degree turn to the rear, releasing the left hand that was being 
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held. At the same time, use the right hand in a palm-down 
position to lead uke’s hand, which is holding it, around in a 
horizontal line, and with your left hand that is now free hold on 
to the back of uke’s right hand. 

@-©® Bring your balance onto the right foot, and as you 
make a large turning movement to the rear, turn your right 
hand so that the palm is facing inward, and push forward 
with your elbow so that your hand is released. If this move- 
ment is done correctly, uke’s right wrist will now be bent 


i, oe 
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over, The right hand continues in its movement after it has 
been released, and gives an atemi to uke’s face. 

@~4 Pivoting on the right foot, make another large turning 
movement and cut down deeply with your right hand over 
uke’s wrist, applying the throw. 


IMPORTANT POINTS 

@ By bringing the back of your left hand to the back of 
your hip, you will loosen uke’s grip on the hand. If you then 
make the turning movement, your hand will be released. 
© When you are releasing the second hand, as you turn 
your palm inward and push forward with your elbow in 
order to make the release, the inside of your forearm 
will push up against the back of the hand that was hold- 
ing it, so that uke’s wrist will naturally come to the 
folded-over position. 
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USHIRO RYOTE-MOCHI KOTE-GAESHI 
TWO-HAND GRASP FROM BEHIND; RETURN- 
THE-WRIST THROW (PRACTICAL APPLICATION 2) 


R ih [ : 
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Come face-to-face with uke by 
making a small tuming movement 
in the same direction as him 


@-@ From migi ai-hanmi kamae, uke strikes with shOmen- 
uchi, cuts down your hand that has made the block, and runs 
behind your back in an attempt to grasp both your wrists. 
@-© Blending with uke’s movement, bring your left foot 
around in a circular movement and transfer your weight onto 
your left foot, and as you make the turning movement use 
your left hand to grasp uke’s right hand from the thumb side. 
@~4 Keeping your weight over your right foot, make a large 
turn to the rear: as you turn your left hand over use your right 
hand to cut uke’s wrist down, and apply the throw. 


IMPORTANT POINT 

© By turning in the same direction as uke, but moving 
ahead of him in a smaller circle, you will end up facing him. 
@ This technique is the same as in Practical Application 
©, but in this case the technique is applied before uke 


manages to grab your wrists. 


HIJI-ATE KOKYU-NAGE 


“HITTING-ELBOW” BREATH THROW 


Turn the elbow over in a circular movement 


The method as applied to uke’s right elbow is as follows: 

@ Extend your partner’s arm so that his palm is facing upward, 
and grasp his wrist lightly with your right hand, Bring your left 
arm (also in a palm-up position) so that it comes underneath 
uke’s arm, with the inside of your own elbow touching the back 
of uke's elbow. In this position make sure that your left hand is 
in the same shape as in kamae, neither overextended or overbent. 
© Without changing the basic line from the shoulder to the 
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fingertips turn your left elbow over and extend your arm 
downward. The fingers of your left hand should now be 
pointing downward. The right hand should be controlling 
uke’s wrist so that his hand stays in a palm-up position. This 
control enables you to turn uke’s arm forward, while turning 
his shoulder over, so that he will be unbalanced to the front. 
Combined with your own advancing movement, uke's unbal- 
anced position will allow you to throw him. 


Attack the extended elbow 
joint 

In hiji-ate kokyii-nage, we apply a breath throw sharply 
against the locked-out elbow joint. Because you can 
apply this throw in an instant, it is extremely effective 
as a “counter technique” in a real fight. In addition to 
the basic technique, in which you bring your own 
elbow to uke’s elbow and then turn it over, there is 
also the practical application in which, if your oppo- 
nent punches you, you simply snap his locked-out 
elbow joint. 


IMPORTANT POINTS 
@ Make sure that you don’t just push forward with your 
elbow, but rather maintain the contact between your 
own elbow and uke’s elbow so that as your elbow 
moves it will cause uke’s elbow to move as well. 

@ Make sure that you don’t allow the distance between 
uke’s elbow and your own body to get too tight. 

@ Use your right hand to control uke’s arm so that 
he is not able to change its position. 


COMMON MISTAKE 
If you come from below so that you are just pushing uke’s 
arm straight up, you will not be able to unbalance him. 


Practical application of hiji-ate 
kokyi-nage 
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Snap the extended elbow 


As you enter in and side-step the punch, at the moment 
that your opponent's elbow is extended you flick 
(“snap”) it with your own elbow. At the exact moment 
that your elbow meets uke’s, turn your own elbow 
over. This is a dangerous technique, so please be 
careful when you practice it in training. 


KATATE-MOCHI HIJI-ATE KOKYU-NAGE ICHI 
ONE-HAND GRASP; HITTING-ELBOW BREATH 
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The Method of releasing the hand 


@ Blend with the pulling power of your partner, and as 
you move diagonally forward to the right bring your left 
hand to a palm-up position. 


Uke's Position 

As your pulling power is redirected to the left, your 
elbow becomes extended. 

@ As you turn the left hand over to a palm-down posi- 
tion, push forward with your left elbow so that it comes 
into contact with uke’s right elbow. As uke’s elbow is in a 
straightened position and your elbow and uke’s elbow 
become closer together, uke'’s wrist will be twisted and 
his hand will release your left hand. From this position, it 
is important that your left hand passes underneath uke’s 
elbow in order to apply a hiji-ate technique. 

@ As you perform the release with your left hand, bring 
your right tegatana over the top of uke's wrist, and slide 
your left arm underneath uke’s arm with your hand in a 


a =. 


As you release your hand, bring 
your elbow to meet uke's elbow 


© From migi-ai-hanmi kamae, uke grasps your left hand, 
and pulls. 

@-~@ Blending with the pulling energy, as you move for- 
ward to the right side with the right foot, redirect the 
energy and release your hand from uke’s grasp; at the 
same time grasp uke’s right wrist with your right hand 
and bring your left hand up in a palm-up position so that 
the inside of your own elbow comes up against the back 
of uke’s elbow in front of your chest. As you move bring 
your left foot up so that you are in kamae position. 

@-© As you extend forward and to the left with your 
left foot, turn your left elbow over, and throw. 


IMPORTANT POINT 

@ As you move to the right you release your hand, and 
as you move across to the left you apply the throw. 
These movements should be done in the form of an 
exact V shape. 


palm-up position so that your elbows meet in an X shape, 
making sure that the inside of your elbow and the back 
of uke’s elbow are touching each other. All of the above 
should be done in one movement. 

@ As you move forward diagonally to the left turn the left 
elbow over, and throw. 
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SHOMEN-TSUKI HIJI-ATE KOKYU-NAGE NI 
FRONT PUNCH; HITTING-ELBOW BREATH 


THROW II 
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Throw your partner in the same 
direction as he punches 


@®-~® From hidari gyaku-hanmi kamae, uke pulls the right 
foot back and brings the right fist to his side in preparation 
for the punch. Move forward from the front foot so as to 
maintain the correct distance (maai). 

@-@ Blending with the forward movement of uke’s punch, 
pivot on the left foot and make a turning movement to the rear, 
and at the same time move your own center line away from 
the line of the punch. As you make this move bring the left 
tegatana up to uke’s wrist in a flowing blocking movement, 
and use your own turning movement to extend uke's elbow. 
(©-® As you bring your left elbow to uke’s right elbow, grasp 
his wrist with your right hand then bring your left arm under- 
neath his elbow in a palm-up position. 

@-40 As you move forward with the left foot turn your left 
elbow over, and throw. 
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IMPORTANT POINTS 

@ The technique from photo © to photo © should be 
done in one movement. 

@ As you avoid the punch you should be roughly parallel 
to Uke’s Position, and you should move along uke’s line 
of energy to apply the throw. 
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YOKOMEN-UCHI HIJI-ATE KOKYU-NAGE 

SIDE STRIKE TO THE HEAD; HITTING-ELBOW 
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Open up your body and extend 
uke’s elbow 


@®-® From migi ai-hanmi kamae, raise your right hand at 
the same time as uke raises his right tegatana. 

As uke cuts down with yokomen-uchi move inside 
with a flowing block. 

@®-® As you open up to the side with the right foot, slide 
your left hand down to uke’s wrist and redirect his power to 
the right. As you transfer uke’s hand to your right hand, 
bring your left elbow up to meet uke’s right elbow and then 
slide your left arm underneath uke’s elbow. 

@®-~4) As you move forward and to the left with the left foot, 
turn your left elbow over, and throw. 


IMPORTANT POINTS 

@ In ©, as you open your body to the side, make sure 
that your balance is over your right foot. 

@ In ©, your left hand holds uke’s hand at the point 
where the thumb is joined to the hand. As you transfer 
uke’s hand to your right hand make sure that his hand is 
in a palm-up position, and then extend his elbow. 
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USHIRO RYOTE-MOCHI HIJI-ATE KOKYU-NAGE 


TWO-HAND GRASP FROM BEHIND; HITTING- 
ELBOW BREATH THROW (PRACTICAL APPLICATION) 
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Make a counterturn and face 
your partner 


@-@ From migi ai-hanmi kamae uke attacks with sh6men- 
uchi and cuts down on your hand as it comes to block, then 
runs behind in an attempt to grasp both wrists. 


©-® Reading uke's intention to grab your wrists, raise 
both hands into the air from kamae position. 

@-©® Pivoting on the right foot make a turn to the rear, 
bringing your left hand around in front of your chest. As you 
then reverse direction by sliding your left leg behind you, use 
the movement of your left hand (still being held by uke’s left 
hand) to extend uke’s elbow in front of you, and bring your 
right hand underneath uke's left elbow. 

@-® As you move forward from your right foot, turn your 
right elbow over and throw. 


IMPORTANT POINTS 

@ Whether uke has actually grabbed your left wrist or only 
has the intention of grabbing your wrist, by bringing your 
left hand around in front of your chest you will extend 
his left elbow. 

@ By coming round in a circle in the opposite direction 
to the circle that uke is making, you will feel the possi- 
bility of the countermove as you come to meet him. 
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TENCHI-NAGE 


HEAVEN AND EARTH THROW 


i r i ; 


Divide your hands between 
heaven and earth 


In tenchi-nage, from a position in which both hands are 
being held, you extend the power of your hands both 
upward and downward to unbalance uke and apply the 
throw. Rather than depending just on the power of your 
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arms to throw uke, unbalance him so that he is in an 
unstable position, then throw him by transferring the 
power of the movement of the lower half of your body 
through your arms. You can think of this technique as a 
form of kokyii-nage, and you can in fact create a kokyii- 
nage out of it. 


How to redirect the line of power 


Lower hand—Keeping the palm of your hand face 
down, make a circular movement to the front and have 
the feeling of bring uke’s hand around in a circular 
movement to his rear, keeping his shoulder at the 
center of the circle. This is not merely a movement 
with your hand but should be done in conjunction 
with the circular movement of your lower body. 


Upper hand—Slide your hand up on the inside of uke’s 
wrist and toward his armpit, raising his elbow. 


Uke’s Position 

As one of your hands is brought around in a circle you 
will have the feeling of being turned around the fixed 
point of your front foot, and will be unbalanced to the 
rear. At the same time the shoulder and elbow on the 
other side of your body will be raised up. 


RYOTE-MOCHI TENCHI-NAGE ICHI 


TWO 


-HAND GRASP; HEAVEN AND EARTH THROW 
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Fix your partner in an unbalanced 
position, and then move forward. 


@® From migi ai-hanmi kamae, uke grasps both your wrists 
and pulls. 

@-@ Move forward and to the left side in a circular move- 
ment with your left foot, as though drawing a circle around 
uke’s right foot, and at the same time bring your left hand 
around in a palm-down position and raise your right hand by 
sliding it up toward uke’s armpit. As the body moves forward 
your right foot will slide to the rear. 

@®-© As your right foot moves forward diagonally and to the 
rear of uke, cut down with both hands, so that both thumbs are 
Uke’s Position 

As you are unbalanced backward and to the rear, you will be 
holding onto sh’te’s left hand for support, and as the hand 
that you are holding comes around diagonally to your rear, 
your body will be extended and you will be thrown. 


IMPORTANT POINTS 

@ When your left leg comes around in a circular move- 
ment accompanied by your left hand, which also moves 
around in a circle, it should all be done in one smooth 
movement. As your body comes to a lower position your 
hand will also become lower, and it is this that causes 
uke to be unbalanced. 

@ When you apply the throw, maintain the posture of 
your upper body so that both the lower body and the upper 
body move together.-When you transfer your power into 
uke use both hands equally to extend your power downward. 
@ When you move forward, make sure that you don’t lose 
the correct distance between your body and your hands. 
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HIJI-SHIME 
ELBOW LOCK 


Keep your arm over your center 
of balance 


© The following explanation applies if the lock is put on 
uke’s right elbow. With your left hand grasp uke’s right wrist, 
turn his elbow forward (as in ikkaj6), and fix the elbow 
against your chest by bringing your left elbow over his elbow. 
In this position keep your weight over your left foot, so that 
your arm is over your center of balance. 

@-@ Pivot on your left foot, bringing your right foot around 
to the front right side in a circular movement. As your arm 
and body also come around in one smooth movement your 
power will be applied in a horizontal line to the front part of 
uke’s elbow, which had previously been turned over. 
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In the hiji-shime technique we fix 
uke’s elbow between our own elbow 
and our chest, and by turning our 
hips in a circular movement apply 
power against the elbow joint in the 
direction in which it cannot bend, 
thereby controlling uke. It is not a 
matter of using your weight to lock 
the elbow but rather of keeping your 
arm over your center of balance and 
applying the force that is created by 
> the turning movement against the 


@As you make the turn your stance will become wider and 
your posture will become lower, so that uke will become 
unbalanced to the rear and will be forced to crouch down. 


IMPORTANT POINTS 

@ If you try to push down with your elbow or twist your 
body, you will not be able to transfer your weight into 
uke’s elbow. 

@ By keeping a strong center of balance as you make the 
turn, your elbow will develop considerable power. 

@ By making the turning movement and lowering your 
posture at the same time, you will develop the flowing 
power of a spiral. 

@ Make sure that your hips are facing directly along 
your front line right to the end of the technique. 


MUNE-MOCHI; HIJI-SHIME NI 
CHEST GRASP; ELBOW LOCK II 


Cut down the arm and bring it 
to your chest 


© From hidari gyaku-hanmi kamae, uke uses his right hand 
to grasp both lapels of your digi, and pushes. Bringing the 
lapels together, uke grips both lapels between thumb and fore- 
finger, making sure that the fist is palm-down, and the knuckles 
are pointing forward. 

@ Blend with the pushing power and move forward and to the 
left side with the left foot. As you move and redirect the energy, 
give a right-handed back-fist atemi to uke’s face. The left 
hand moves in the same way as in katate-mochi techniques, 
with the palm turned downward. 

With your right hand hold the back of uke’s right 
hand and fix it to your chest. Pivoting on your left foot, make 
a 45-degree turn to the rear and at the same time slide your 
left hand up and raise uke’s elbow. 


Pivoting on the left foot, make a large turning move- 
ment to the rear; at the same time cut down diagonally with 
the left hand in a palm-up position so that you cut uke’s 
elbow forward. Once uke’s elbow has come underneath your 
own elbow, hold the wrist with your left hand. 

@-@ Fixing uke's arm to your chest, pivot on the left foot 
and bring the right foot around in a turning movement to the 
front, and apply the lock. 


IMPORTANT POINTS 

@ In ©, do not push up on uke’s elbow, but fix his hand 
to your chest ® and in that position make the turn so 
that, with the assistance of your left hand, his wrist and 
elbow are turned over. 

@ In ©-©, you should not pull uke’s arm so that it 
comes to your chest but rather have the opposite feel- 
ing—push your chest forward so that it comes to meet 
uke’s arm. 
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KOKYU-HO ICHI 


BREATHING METHOD | 


Transfer the movement of your 
lower body through to your 
partner 


Kokyii-hé is the method whereby, using specific kneeling 
techniques, we train to develop control of the breath. We 
learn to use our hands as a pipeline to transfer the move- 
ment of our lower body into uke in order to control him. 
Depending on the way in which uke uses his power, we 
respond with a particular method of breath control. 

© Uke grasps both your wrists from the side, and pulls in a 
straight line. 


@-~® Blending with the pulling power, open up your knees, 
push forward with your hips, and raise the tegatana of both 
hands in a circular movement into uke’s armpits in the same 
way as in hiriki no yései ichi. As you do this, rise up on your 
toes, 


Uke’s Position 

As the direction of your pulling power is redirected, your elbows 
are raised up, and your elbows and shoulders become locked. 
@-® Maintain your upper body in the same posture and 
move to the side from your left knee. 


Uke's Position 
As sh'te’s wrists move to the side, your elbows, shoul- 
ders, and hips are locked out, and you naturally become 
unbalanced. 

@®-® Using your toes to push against the mat, move 
forward with your knees so that as your upper body also 
moves forward you unbalance your partner to the rear, and 
cut down, distributing your power equally between your 
left and right hands. At the same time, use the energy of 
your partner as he falls to the rear to pull your lower body 
in so that it is in a position alongside him. Maintain your 
posture and keep your power and feeling attached to 
uke. All of the above should be performed in one action. 


Uke’s Position 
Because you are in a position where your whole body is 
locked out, as sh’te brings his wrists around you are 
unbalanced to the rear. And you will be prevented from 
standing up because sh’te maintains the connection 
between his power and yourself as he is alongside you. 


IMPORTANT POINTS 

@ The body movement in @-@ is done by pushing 
the hips forward. If instead of extending just your 
arms you come forward-with your upper body, you 
will be in an unbalanced position. 

@ In ©-©, make sure that you don’t pull your hands 
to the side. By locking uke’s upper body and then 
moving to the side, you will be able to move your 
partner's position without having to move his power. 
In this way, you will be able to ensure that uke is 
brought along with your movement. 

@ It is the same principle in the cutting down in 
@®-®. As you push forward strongly with the big 
toes of both feet, you can use the power of uke 
falling backward to pull your lower body forward. 


Explanation through use of the sword 


Using both hands, use the same movements as though 
raising up and cutting down with a bokken. Make 


sure that you do not do this in a straight movement 


(i.e,, lifting straight up and down). 
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KOKYU-HO NI 


BREATHING METHOD Il 


Bring uke up and in toward you 


@ Uke grasps both your wrists and pushes. 

@-Q® Blend with the power of the push and bring the fore- 
arms up in a circular movement toward yourself. Do not 
raise your elbows but open them slightly. At the same time 
rise up on your toes. 


Uke’s Position 

As the direction of the power of the push is redirected, you 
are pulled forward and also raised up. 

@ Keeping both hands in the same position, move to the side 
from the left knee. 

@®©-@ Straighten your back and cut down using both hands 
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equally. Use the energy of uke as he falls back to pull your 
lower body in. 


IMPORTANT POINTS 

@ When you have raised both your hands up, the distance 
between them should be greater than in kokyi-hé ichi. 
@ Make sure that you do not pull with your elbows. 


KOKYU-HO SAN 


BREATHING METHOD Ill 


Drop uke’s hips and chest and 
allow that power to come into 
your hands 


This is a technique that you use when uke has grasped 
you in such a way that your wrists are completely con- 
trolled. You send out your own power and then utilize 
uke’s reaction to unbalance him. 


® Uke grasps your wrists from underneath and maintains 
that position so that whichever way you try to move, he reacts 
immediately to hold you in the same position. 

@ With a feeling almost of pulling them in, turn both hands 
over in a circular movement so that they're in a palm-up 
position, and then drop them downward. At the same time 
rise up on your toes. 


Uke's Position 

By giving the feeling of pulling, sh’te is causing you to react 
by pulling back in return; by turning your wrists over he is 
causing you to try to twist your hands back to their original 
position; by pushing your hands down he is creating the 
reaction whereby you try to raise them. 

@-~® With the hands in a palm-up position push them for- 
ward in the direction of uke’s elbows, turn both your 
tegatana in a circular movement so that the palms are facing 
forward, and raise both hands up toward uke’s armpits so 
that you will be in the same position as in kokyi-hd ichi. 


Uke's Position 

As your hands stay in the same position, your own pulling 
energy brings them in under your armpits so that the power 
remaining raises your hands and twists them, causing your 
upper body to “float” up. 

Move to the side in the same way as in kokyii-hé ichi, 
cut down with both hands, and using the power of uke as he 
falls over, pull your lower body in, coming up against the 
side of uke’s body. 
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KOKYU-HO YON 


BREATHING METHOD IV 


© fF ae 


Use the power of your hips to 
straighten out uke’s elbow 


© Uke holds both your wrists from underneath in such a 
way that you are unable to open your elbows. 

@ Bring both hands to the middle, palms facing upward, 
with the left hand on top of the right. 


Uke's Position 

Because you will have the feeling that your hands are being 
twisted toward the center, as sh’te brings both of his hands to 
the center your elbows will be turned inward. 

Bring your right hand to rest on top of uke’s right 
wrist, and as you turn your hand over so that the back of the 
hand is facing upward, slide it down toward uke's elbow and 
then, starting from the little-finger side of the hand, clench 
your fist. At the same time, make a fist with the left hand and 
push up toward uke's face. Move forward from the left-knee, 
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rising up on your toes. All of the above should be done in 
one movement. 


Uke’s Position 

Because of the movement of sh’te’s hands, all of your power 
is focused into the center of your body, so that you are in a 
position where the whole of your body is locked. The power 
of sh’te’s hips is then transferred directly into your hips, and 
as your center of balance moves backward you are thrown to 
the rear. 


IMPORTANT POINT 

@ In @-©, it is not a matter of merely straightening and 
extending your arms, but of using the forward move- 
ment of the hips to bring the upper body forward; with 
the power generated by the whole body moving forward, 
both hands will push out. 


KOKYU-HO GO 


BREATHING METHOD V 


Bring uke forward by using 
your own turning movement 


© Put both your hands on your knees. Uke grasps both your 
wrists and fixes them to your knees. 

@® Keeping the balance over the right knee, make a turn to 
the rear. As you turn your right hand comes off, the left hand 
remains fixed to the knee. 


Uke's Position 

As you are pulled forward through the power that you had 
been pushing with, the back of your left hand, which is hold- 
ing sh'te’s wrist, is bent backward, so that your grip is loosened. 
@®-© As the hand that was gripping you becomes loose your 
right hand is freed. Bring the right tegatana to uke’s right elbow, 
and cut it around in the same direction as the turn, throwing 
uke down onto his back. All of the above is done as one move- 
ment at the same time as you are making the turn. 


IMPORTANT POINTS 

@ Don’t make the turn first and afterward make the con- 
trol with the hands. 

@ Don't try to apply the control just by moving one of 
your elbows, but make the turn with your whole body. 

@ As you make the turn, slightly widen your knees, and 
make sure that you lead uke forward. 

@ The hand that uke continues to hold should be left on 
your knee, and you should not move the hand in order 
to pull uke around. 
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SHOMEN-UCHI KOKYU-NAGE 1 


FRONT STRIKE; BREATH THROW 1 
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Kokyii-nage is the name given to the general style of tech- 
nique in which, without stopping the flow of uke’s attacking 
power, we redirect the line of energy and, applying breath 
power, make the throw. 


Following is an introduction to a number of variations of 
kokyii-nage. 

@-@ From migi-ai-hanmi kamae, uke makes a front strike. 

® Move straight forward into uke from the right leg, and 
open the left foot up slightly to the rear. At the same time cut 
down the left hand from above over uke’s right hand, and 
strike to uke’s neck with the right tegatana. 

@-@As you transfer your weight from your right foot to your 
left foot, bring your right knee to the ground, and apply the throw. 


IMPORTANT POINTS 

@ Because of sh’'te’s movement and the cutting down of 
the hand, the power of uke’s strike is redirected to his left. 
@ In this technique we do not attack with the hands and 
pull in as in a judo-style shoulder throw, but rather use 
the energy of the hands—cutting forward and down—to 
apply the throw. 


SHOMEN-UCHI KOKYU-NAGE 2 


FRONT STRIKE; BREATH THROW 2 


@® Blending with uke’s strike, move in as though inviting the 
attack. 

@-@ At the moment that uke commits all of his weight to 
the cutting down of the hand, slide your body in sideways so 
that it comes against the base of the foot, and use your hips 
to sweep the foot away. 


IMPORTANT POINT 

@ If you aim to apply this technique from the beginning, uke 
will be aware of your intention. Move forward with your body 
as though to meet the attack, and when uke has committed 
his body to the strike, then change. 
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YOKOMEN-UCHI KOKYU-NAGE 
SIDE STRIKE TO THE HEAD; BREATH THROW 


@-@® From migi ai-hanmi kamae, as uke comes in with 
yokomen-uchi, move in with the right foot so that you come 
to meet the joint of his hip. 

@ Blending in with uke’s cut down, keep your balance over 
the right foot and open up your body to the rear. At the same 
time bring your right hand up so that it comes in under uke’s 
right arm. Bring your left hand up so that it locks uke’s arm 
to your body. 

As you transfer your weight from your right foot to 
your left foot, turn your right hand over in the same way as in 
hiji-ate kokyi-nage, bring your right knee to the ground, and 
apply the throw. 


IMPORTANT POINTS 

@ Use the power of uke’s cut down as you make your 
own spiralling movement. 

@ By turning over your elbow, you ensure that you will 
be transferring forward-moving energy into uke, rather 
than pulling him into you. 

@ Make sure that you do not lose contact (ma-ai) 
between yourself and uke. 


SHOMEN-TSUKI KOKYU-NAGE 
FRONT PUNCH; BREATH THROW 


From hidari gyaku-hanmi kamae, as uke comes for- | ©-@® As you bring your right foot around behind uke lower 
ward with a front punch, make your own entering movement —_ your own body, cut down uke’s hand in a diagonal line, with 
and scoop up uke’s right arm from underneath with your __ the feeling of sweeping his foot away, and throw. 

right hand. 

@ As you open up your body bring uke’s arm around in a 

large circle. 
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KATATE-MOCHI KOKYU-NAGE 
ONE-HAND GRASP; BREATH THROW 


@-© from migi gyaku-hanmi kamae, at the moment uke 
comes to grasp your left hand, use the same movement as in 
tai no henk6 ni and make a 180-degree turn, keeping your 
balance over your left foot, redirecting uke’s energy. 

As you open up to the left side with your left foot, turn 
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your left hand to face palm downward, and bring your right 
tegatana to rest on the inside of uke’s elbow. 

@~{ Move forward in a big step with the right foot, making 
sure that uke keeps his grip on your wrist, turn your right 
tegatana forward, and throw. 


i 
i 


IMPORTANT POINTS throw, but rather bring the whole of your body lower 
@ Once uke has had his power redirected and is moving _and transfer your weight into uke’s arm. 

forward into you, you will be in a position to apply your 

own countermove. 

@ Do not just use your right hand to push and make the 
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RYOTE-MOCHI KOKYU-NAGE 
TWO-HAND GRASP; BREATH THROW 
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@-@ From hidari gyaku-hanmi kamae, as uke comes in to grasp 
both hands, at the moment that he grasps turn both hands 
over so that the left hand*is palm up and the right hand is 
palm down; keep your weight over your left foot and make a 
180-degree turn as in tai no henko ni, and redirect the energy. 
®©-©® As you open up by moving to the left side with your 
left foot, bring your left hand around in front of you palm 
down, and bring the right hand up to head height, so that it is 
on the outside of the hand that is grasping it. 

@-~QO Move forward in a big step with the right foot, making 
sure that uke maintains his grip on both of your wrists, cut 


down in a circular movement with the right hand while 
extending forward with both the left and the right hand, and 
apply the throw. 


IMPORTANT POINTS 

@ When you cut down with the right hand, make sure 
that the elbow continues to point forward. 

@ When you throw, if you allow your hand to get behind 
you, you will not be able to move uke. Make sure that as 
you move forward and throw, both hands are main- 
tained in position in front of your body. 
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KATA-MOCHI TEKUBI-KIME KOKYU-NAGE 
SHOULDER GRASP; WRIST-LOCK BREATH THROW 


iH Kt i 1) ' 


Lock out the wrist by using your 
shoulder 


@-@ From hidari gyaku-hanmi kamae, blending with uke’s 
energy as he comes forward to grasp your shoulder with his 
hand in a vertical position, move to the left side, redirecting 
uke’s energy, and at the same time give an atemi to his face 
with your right hand. 

@-© With your right hand fix uke’s hand to your shoulder, 
keep your weight over your left foot and make a turning 
movement to the rear, and bring your left arm from underneath 
in ascooping movement with the palm facing upward. 
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Uke's Position 

Your wrist will be turned over so that the back of your hand 
and the little finger will be trapped against sh’te’s shoulder. 
@®©-® As you move forward from your left foot, turn your left 
arm over so that the thumb is pointing downward in the 
same way as in hiji-ate kokyii-nage, locking uke’s wrist and 
applying the throw. 


Uke’s Position 
Sh’te’s shoulder, which had scooped up your wrist from 
underneath in ©, makes another movement © so that the 
wrist comes to a vertical position, and with your wrist in that 
“turned out” position your elbow is extended, and so your 
wrist is locked out. 


USHIRO RYOTE-MOCHI JUJI-NAGE 
TWO-HAND GRASP FROM BEHIND; CROSS THROW 


Cross both of uke’s elbows over 
into a cross position 


@-@ As uke comes from behind and grasps both of your 
wrists and pulls, pivot on the right foot to the right and raise 
both hands as though moving around the outside of an egg. 
@-@ As you drop both hands down to the front, keep your 
weight over your left foot and pull your right foot back. Bring your 
right hand underneath uke’s right wrist in a circular move- 
ment so that you scoop uke’s wrist up between your thumb and 
forefinger, and lock elbow against the back of uke’s left elbow 
in across position. With your left hand grasp uke’s left wrist. 
@®-@ As you move forward from the right foot, use your 
right hand to extend uke’s right wrist forward, lock out the 
elbows in the cross position, turn the left shoulder forward, 
and apply the throw. 
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KATATE-MOCHI KAITEN-NAGE 
ONE-HAND GRASP; CIRCULAR THROW 


@-@ From hidari gyaku-hanmi kamae, as uke comes for- 
ward to grasp your left hand, make a 180-degree turn as in 
tai no henké ni, and redirect the energy. 

Move around in a circular movement with the left foot 
to the left side, turn the left hand over and down to the left 
side, so that it is in a palm-down position. 

Continuing the movement bring the left hand up in a 
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circular movement so that it is at head height, and keeping your 
weight over your left foot, begin to make a large turn to the rear, 

Making a circular movement, ‘the arm that uke is 
gripping is brought down past your hip, and as it reaches 
your hip the right hand is brought to uke’s neck. 

(@-@ Release your left hand so that uke’s wrist is scooped 
up between your thumb and little finger, and as you extend 


& 


your left arm forward toward uke’s back, throw him with the 
circular power. 


IMPORTANT POINT 

@ If when you throw you bring uke’s right arm toward 
his shoulder, he will not be sufficiently unbalanced, so 
make sure that you bring the arm over his back. 


SHOMEN-TSUKI USHIRO-NAGE 
FRONT PUNCH; THROW FROM BEHIND 


| Entering in, grasp the shoul- 
ders from behind 


@-@ As uke comes in with a front punch, enter in and turn 
round behind him, and grasp his shoulders. 

Using the fact that uke’s lower body is moving for- 
ward, pull back on the shoulders and bring him down. 


IMPORTANT POINT 
@ When you move in, make sure that your own body is 
not too far away from uke’s. 


ig rab ns Supe oak hums ai ans ea gael 
GOSHIN WAZA 
SELF-DEFENSE TECHNIQUES 


“If you say that person’s technique is fast . .. that person is slow,” 
you are only seeing the form of the people. You must scrap such thoughts. 
In blending with the person’s energy (timing), 
at the moment when you are really together with that person, 
both fast and slow are gone. 

This is what Ueshiba Sensei called “becoming one with nature.” 


— Gozo Shioda Sayings (IV) — 


USHIRO KATATE-MOCHI KUBI-SHIME SANKAJ 
RENGYO-HO 


Bend the wrist and press down 
on the elbow 


By inflicting sudden pain you make uke powerless, and you then 
have the possibility of applying the arrest technique. 

@® Uke comes from behind, grasps your right wrist with his 
right hand, and uses his left hand to lock the neck. 

@-@ In the same way as in ushiro techniques involving a 
pull, as you change the direction of your body turn your hands up 


so as to redirect the energy, bring both hands up in an circu- 
lar egg-shaped movement, and cause uke to “float.” 

@-© As you turn your right foot to the inside, keep your 
balance over that leg and slide your left leg to the rear, at the 
same time cutting down and forward with both hands. With 
your left hand grasp uke's right hand, which had been holding 
on to your own right hand, in sankajo position. 

@~® Transfer your balance from the right foot to the left, using 
the power of your body as it changes direction to apply sankajé. 


ONE-HAND GRASP FROM BEHIND WITH NECK 
LOCK; THIRD CONTROL ARREST TECHNIQUE 


@-~® As you slide back your left foot, cut down with your left 
hand in the direction of uke’s back, and at the same time bend 
his wrist. Your right hand grasps uke’s elbow. 

(42 As you move forward from the left leg, use uke’s 
elbow as the axle and cut up and forward with the bent wrist. 
Use the power of your forward motion to apply sharp pain. 
(In the picture above there is the added movement of the 
turn), By taking away uke’s power to resist, you are now able 
to make the arrest. 


@ Do not pull uke’s bent wrist in toward yourself; rather, 
apply the power of moving forward into the elbow. You 
should also have the feeling of pushing the elbow down 
into the wrist. 


TANTO-DORI SHOMEN-TSUKI HIKI-KIME— 
SOKUMEN IRIMI-NAGE 


#.. 


Fix the elbow and extend the 
lower arm forward 


@®-@ In migi ai-hanmi kamae, uke holds the tantd with the 

ing up, slides the right foot back, then thrusts for- 
ward. Turns to the inside and, keeping the balance over the 
right foot, open up the body. Slide the lower part of your 
right arm underneath uke’s arm, and, as your left foot makes 
a large turn to the rear, redirect the energy of the strike. 
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© As you open up with your right foot to the right side, lead 
uke’s right hand around in a circular movement in front of 
your hips, extending the whole of his body. Slide your right 
hand down and grasp uke’s wrist. 

(®-~® As you move forward from the left foot, bring uke’s arm 
forward so that the elbow is stretched out and the hand is in 
a palm-up position. At the same time bring your left arm over the 
top in a circular movement so that it then goes underneath 
uke’s elbow, and with your left hand grasp uke’s right wrist. 


TAKING AWAY THE KNIFE: FRONT THRUST; 
ELBOW LOCK / SIDE ENTERING THROW 


ing your left forearm, which is underneath uw bow, 
as a fulcrum, extend both your arms forward, locking uke’s elbow. 
(0-42 As uke’s body starts to “float,” bring your left foot behind 
uke, release your left hand and apply sokumen irimi-nage. As 
you do so take the knife with your right hand. 


IMPORTANT POINTS 

@ As you bring uke’s arm around ij turn the point of the 
knife away from yourself by twisting uke’s wrist around, 
thereby making sure that you are not in danger of being cut. 


@ In ©, in order to ensure that you are not stabbed by 
the tant6 as you lead uke’s arm around, twist uke’s wrist 
so that the tanto is pointing away from you. 

@ When you apply the elbow lock, close your armpits 
and make sure that your left arm (which is the fulcrum 
for the lock) doesn’t move, and use both hands to 
extend uke's lower arm forward. 


SHOMEN-TSUKI KUBI-SHIME 
FRONT PUNCH; NECK LOCK 
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Redirect the punch and come 
behind uke 


@-@ As uke comes in to punch with the right fist, from migi 
hanmi enter inside the punch by making a large turning 
movement, and use your right hand to redirect the punch 
around to the right side, thereby making uke turn the other way. 
@-® From behind uke, slide your right hand up across the 
front of his neck and hold onto the left inside collar of his 
dégi; slide your left hand up underneath his left armpit and 
bring it to the back of his neck. 

Keeping your balance over your left foot make a turn 
to the rear, bringing your left knee to the ground and pulling uke 
back and down. The right hand pulls in around the throat. 


IMPORTANT POINTS 
@ Pull your right hand in and come to the locking posi- 
tion by using the power of the turning movement. 


KATA-MOCHI SHOMEN-TSUKI KOKYU-NAGE 
SHOULDER GRASP WITH FRONT PUNCH; 


Avoid the punch and throw uke 
forward 


@® From hidari ai-hanmi kamae, uke grasps your shoulder 
with his left hand and makes a punch to your face with his 
right fist. 

@-@ As you turn your upper body away to avoid the punch, 
transfer your balance from your left foot to your right foot 
and drop your body down, bring your left arm underneath 
uke’s left arm, turn your elbow over and apply the throw. 
@-@ Grab uke's left arm in your left hand, and as you turn 
it around in a circular movement to the right pulling uke to a 
prone position, lock the shoulder. 


IMPORTANT POINTS 

@ Don't try to deal directly with uke’s punch, but rather, 
as you avoid the punch, use the power of uke’s forward 
motion in order to apply kokyii-nage. 

@ When you avoid the punch, be careful that you are not 
just using your upper body to “run away.” 
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TANTO-DORI SHOMEN-UCHI IKKAJO OSAE 
TAKING AWAY THE KNIFE: FRONT STRIKE; 


FIRST CONTROL 


F 


By changing your grip with the 
right hand, avoid the knife 


This technique is used when uke holds the knife in an 
“opposite grip” (i.e., with the knife held point-down), 
and strikes down as in a sh6men-uchi. 

@-@ As uke comes in to make the strike, move straight for- 
ward in hidari gyaku-hanmi kamae and block with both 
hands in a cross position, so that the thumbs of both hands 
are facing in opposite directions. 

Using the same redirection as for yokomen-uchi, turn 
uke’s arm over to the right, and as in ikkaj6 ni, keep your 
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balance over your left foot and make a 180-degree turn to 
the rear, then transfer your balance from your left foot to 
your right foot and bring uke to a completely prone position. 
In order that your wrist is not cut with the knife, as you pivot 
to the rear from @ turn uke’s right hand over so that the 
palm is facing up, and then grasp uke’s wrist. 

(@-@ Bend uke’s wrist into his own armpit, and take the knife. 


IMPORTANT POINTS 

@ When you change your right-hand grip (©-@), do so 
by sliding the palm of your hand around. 

@ The position of the last move, when you bend uke’s 
wrist over, is the same position as in the sankajé arrest 
technique. 


TANTO-DORI SHOMEN-TSUKI SHIHO-NAGE 
KUZUSHI / TAKING AWAY THE KNIFE: 
ceemceumenen FOUR- DIRECTION Linens 


Avoiding the knife, cut down in a 
diagonal movement 


@-@ As uke comes in to thrust with the knife, make a large 
turning movement to the rear so that you come inside the 
line of the strike, and re-direct the attack. 

@® As uke becomes overextended, grasp his wrist, and as you 
open up to the side with your right foot lead uke around to 
your right. 

@-@® Maintaining your hold on uke’s wrist, raise both hands 
up and bring your left foot forward, changing the direction of 


your body. As you bring your left knee to the ground, cut down 
with both hands in a diagonal line, and apply the throw. 
@-~® Control uke by pinning the elbow, and take the knife. 


IMPORTANT POINTS 

@ When you move your left foot in ®, do it in such a way 
that your balance stays over your right foot. 

@ When you make the throw, if you throw in a straight 
line there is the danger that the knife could stab you in 
the stomach, so you apply it in a diagonal line in order 
to keep the knife away from you. 
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TANTO-DORI SHOMEN-TSUKI UDEGARAMI-NAGE 
TAKING AWAY THE KNIFE: FRONT THRUST; 


ARM-LOCK THROW 


@ os 


Cut straight down with uke’s arm 


@-@ As uke makes a thrust with the tanté, step to the out- 
side of his arm and redirect the attack. As his body becomes 
overextended grasp his wrist with your right hand and bring 
your left hand to his elbow. 

® Keep your balance over your right leg and open up by 
bringing your left foot in a large step to the rear. Pull in uke's 
elbow with your left tegatana and bend his arm. 

@®-© Transfer your weight from your right foot to your left 
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foot, cut down with both hands in front of you, and apply the 
row. 

® Pull uke around to your left and turn him over on his 

shoulder, bringing him to a prone position, and take the knife. 


IMPORTANT POINTS 

@ When you make the throw, bring your right elbow so that 
it is fixed to the inside of uke’s elbow, and then cut down 
as though you are pushing forward with your elbow. 

@ Make sure that the throw is done along your own front 
line, and don’t do it in such a way that your right shoulder 
is out of position. 


KEN-DORI SHOMEN-UCHI HIJI-ATE KOKYU-NAGE 
TAKING AWAY THE SWORD: FRONT STRIKE; 


HITTING-ELBOW BR 


y 


Extend uke and take the hilt of 
the sword 


@®-@® From hidari gyaku-hanmi kamae, blending with the 
front strike that uke makes with the sword, enter in along 
your front left line and as you avoid the sword open up your 
body to the rear. 

@-® At the moment that you make uke's body flow for- 
ward, slide your left hand down between uke’s hands to hold 
the sword and grasp the hilt with your right. At this point, 


EATH THRO 


Ww 


your left elbow should be fixed to uke’s right elbow. 

As you move forward from your left leg, turn your left 
elbow over, control uke’s right elbow against the joint and as 
you apply the throw, take the sword. 


IMPORTANT POINTS 

@ Make sure that you do not pull in toward yourself with 
the hand that is holding the hilt of the sword. 

@ As you turn your left elbow over, make sure that it 
continues to be fixed to uke’s elbow. 


197 


KEN-DORI SHOMEN-UCHI KOSHI-NAGE 
TAKING AWAY THE SWORD: FRONT STRIKE; 
HIP THROW 


Transfer your center of balance 
and throw your partner over 


@-@ As uke comes in and makes a front strike with the 
sword, avoid and move inside the strike, and take the hilt of 
the sword with your right hand. 

@ Keep your balance over your right foot and open up by 
moving your left foot in a large step to the rear. As you do so shift 
your body (hip toward uke) while leading him toward you. 
(Move your hips in and under uke’s in preparation for the throw.) 
Maintain your grip on the hilt of the sword and raise 
your right hand, move forward in a large step with the left 
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foot so that you enter right into uke, and bring uke over so 
that he is riding across your hips. 

Using the power generated by transferring your balance 
from your left foot to your right foot, throw uke into the air, 
and as you apply the throw, take the sword. 


IMPORTANT POINTS 

@ If you try to simply pull the sword in toward yourself 
(@) the flow of energy will be interrupted, so lead uke 
around in such a way that his hand that is holding the 
sword does not lose its grip. 

@ When you make the throw, use the spring of the lower 
body rather than depending on the hand that is pulling. 


OGI 
HIDDEN TECHNIQUES 


It is said that aikido is the Way of Harmony. 
I think it is simple to explain this saying. 
Ifyou face someone, and you can make that person’s animosity disappear, 
by your own true character, 

This is the Harmony of Becoming One. This is not a compromise. 

Harmony is a matter of having strength yourself, and then making the other your ally. 
He becomes your partner. This is “making harmony in opposition.” 

But, unless you accumulate virtue, it is impossible. 

To sum up, the foundation is your own inner strength. 


— Gozo Shioda Sayings (V) — 


Aikido is the Way of Harmony 

Aikido is a martial art that has its roots in, and has devel- 
oped from, a koryii-jujutsu (classic jujutsu) that was 
practiced by Shinrasaburo Minamoto no Yoshimitsu in 
the fourteenth century in Kyoto, His techniques were passed 
on to the Takeda family and became daito ryu jujutsu, and 
in the Edo period they were brought to Aizu in northern 
Japan. In Aizu a “palace” martial art called oshikiuchi was 
also being taught. During the Meiji period Sokaku Takeda 
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HEADMASTER GOZO SHIODA’S DEMONSTRATION 


Once uke has committed his power, you 
can unbalance his body 


combined the arts of daito ryu and oshikiuchi, and thus 
was born daito ryu aiki-jujutsu. 

Morihei Ueshiba, founder of aikido, became Sokaku 
Takeda’s outstanding student. Ueshiba was also a student 
of many other martial arts, and was a strong believer in 
the ideas of the Omoto religion. From the budé that he 
created within himself, founded what we now know as 
aikido. He taught that aikido is not simply a fighting art 


(bud), but a way of purification that has the purpose of 
bringing together the body and spirit (kokoro) in accor- 
dance with universal principles. It may be described as 
the budo that has as its purpose the realization of harmony. 

I entered the Ueshiba D6jé in the seventh year of the 
Showa period (1932) and have trained in aikido for over 
fifty years; it is only recently that I have come to under- 
stand the lessons that Ueshiba Sensei taught us. 


By completely controlling uke's power, 
you can throw him even while he is still 
grasping you 


Understand the essence of 
techniques 


In aikido, depending on the power of the other person, 
there are many basic techniques available to us. Even 
though the order of each technique is different, the prin- 
ciple that flows through all of the techniques is the same, 
for example, the stability of the body, changing the bal- 
ance, leading the energy, and so on. 
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People who come to train in Aikido are often inter- 
ested in the individual techniques—how can I apply sec- 
ond control, how can I make kote-gaeshi more effective, 
etc.—but the true purpose of the training is to under- 
stand the techniques’ common principles. 

Once you have completely grasped these principles, you 
will naturally lose interest in the specific details of individ- 
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By controlling the center of uke's palm, 
where he had focused the power of his 
grip, you can “bounce” his body 


ual techniques. Then, depending on the individual cir- 
cumstance, you will naturally adjust to each situation, and 
therefore you will have the ability to respond in whichever 
way is best for you. This means that instead of thinking “1 
will do this, I will do that,” you will come to a level where, 
because you have a grasp of the principles, you own body 
will move by itself according to those principles. 


By controlling uke’s power with your 
hips, you can control his elbows and 
unbalance him 


By becoming yielding, you will 
“read” the other person 


The most important thing in aikido is what is called “yield- If you can look at the other person with an open heart, 
ing.” Usually a human being thinks “I will do this, I willdo without ego, you will be able to see the other person’s sit- 
that,” and he is not be able to become “yielding.” In that case, uation: What he is aiming for, what power he is using, 
whatever he does will result in collision with the person —_ where his balance is, what his feeling is and so on—all 
opposite him. will become clear. This cannot be understood by looking 
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By using the difference in power on the left and right side, 
you can lead each person in the appropriate direction 


with your eyes or trying to understand through intellect. 
You must understand in an instant, with your heart. If you 
can realize the other person’s situation and can guide it, 
then it is a simple matter to lead it to your own benefit. If 
you wish to be yielding when you are facing your oppo- 
nent, you must be in a perfect stance. If you can do that, 
you will feel free and easy. 
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By transferring the power that is used to 
lift you up down into uke’s knees, you 


Harmonizing with your opponent 


These “secrets” of aikido can be applied to the behavior 
of people. By correcting your own position, and by making 
contact with the other person with a spirit of yielding, you 
will be able to grasp his spirit. At that moment, harmony 
is born. 

In Aikido we don’t have competitions, and that is the 
reason why we don't have a contest of winning or losing. 


can unbalance them 


The purpose of aikido is to realize harmony, through 
rooting the principles of techniques inside ourselves, 
without.the thought of conflict. As twelfth century budd 
master Kiichi-hogen said, “Harmonize with that which is 
opposing you,” and it might be said that aikido is the Way 
of realizing this saying. 

Gozo Shioda—Sayings 
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